
(V^) 


DATE 


EL. 


Call No. 
\4cc. No. 


Date 


UNIVERSITY OF KASHMIR 

LIBRA R Y 


book should be returned on or before the last date 
ped above. An over-due charge of 10/20 Paiie will be 
d for each day, if the book is kept beyond that date. 





THE STORY OF THE ILIAD 

AS TOLD IN THE ILIAD 


E. T. OWEN 


Professor of Greek , University College 
University of Toronto 


LONDON 

G. BELL & SONS, LTD. 

1947 




COPYRIGHT, CANADA, 1 94-6 
b\ CLARKE, IRWIN k COMPANY LIMITED 

Reprinted y December 





14371 


Printed in Canada 



ws e0a0\ ot 5’apa wavres clktiv ky kvovro at a)7rg, 
tcr}\r]dpu) 5'eaxovro Kara peyapa aKioevra. 




INTRODUCTION 


' J_ ^ HE clumsy-sounding title I have given this book 
defines its purpose with fair exactness. I am shutting out all 
questions about the Iliad except one — what makes it, just as it 
stands, a well-told story. That it is so there can be no reason- 
able doubt. The Iliad as an artistic success does not abide our 
question; for centuries its story, as the poem tells it, has held 
its listeners spell-bound. I wish, by following the way it is 

told, to see, if I can, how it works its spell. 

With the Homeric controversy, then, this book has nothing 

to do. No one denies that the Iliad we possess, in whatever 

circumstances and from whatever sources it was put together, 

was designed to be taken as a single poem, as a continuous 

story. It is this poem only that I am talking about, not its 

history nor its authorship, but itself, and with a view, not to 

establishing, but to accounting for, its artistic integrity. In 

doing so I am not presuming to criticize the critics; I do not 

imagine I am disproving or discrediting any theories about the 

origin and growth of the poem; I am simply taking a position 

further along the line, so to speak, at the point, whenever it 

was, that the Iliad attained its present form. For, after all, this 

is the poem that chiefly concerns the student of literature. 

Historically we have in our Iliad the acknowledged master 

piece of masterpieces, the poem that first taught the world 

how to tell a story greatly; and when the Homeric question is 

settled once for all and the poem finally disintegrated into its 

• • 
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original component parts by mutual agreement of the sepa- 
ratist critics, we shall be faced with exactly the same literary 
question as we now are — on what artistic principles has it all 
been put together to produce this astonishing result? There is 
no poem, therefore, more worthy to be studied as a work of 
art, and no one need have misgivings that he is somehow 
cheating himself if he treats it for this purpose as one and 
indivisible. Here, and nowhere else— not in any of the 
“originals” that have been disentangled from it— is the story 
that has some claim to be regarded as the most famous story 
in the world. 


The book has grown out of lectures delivered to students 
of University College and Trinity College in Toronto, and it 
is largely their interest that has emboldened me to seek a wider 
audience. But it is still a student audience I am addressing. 


and my aim is limited to illustrating by an object lesson how 
to study the poem as a poem. It must not be thought that I 
regard all this explanation as necessary to enable a reader to 
enjoy the Iliad. It is for those who are studying it as a work 
of literary art and therefore want to find out why they enjoy 
it. “In studying a work of art, we should proceed as in study- 
ing a work of nature : after delighting in the effect, we should 
try to ascertain what are the means by which the effect is 
produced,” says George Henry Lewes. That is exactly what 
I am trying to do; I am examining the under-side of the 
tapestry in an endeavour to detect by what workmanship 
such a lastingly impressive picture has been wrought. 
Needless to say, my findings must often be wrong; to unravel 
the inner secrets of great artistry is doubdess too delicate a task 
for anyone’s fingers. But to attempt it is the proper business 
of a student of literature; for until he is studying the artistry 
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of the poem — by what means it produces its effect he is not 
studying the poem; all else that he does is, so far as the poem 
is concerned, preparation for studying it. 

This sounds an ambitious undertaking, but indeed all I 
have done is to make a running commentary on the poem, 
going through it in order, book by book, picking up the con- 
tribution of each part or incident to the emotional effect of 
the whole. For what marks the born story-teller is that 
he knows how to write his story in the hearts of his 
auditors; he knows that it is their feelings that are the real 
events of his plot, and he invents and arranges what his 
dramatis personae say and do with a view to creating those 
events. It is emotional continuity and progress he aims at 
more than logical and factual. And that is, I believe, why the 
Iliad, for all our critical objections and denials, still leaves on 
us the impression of unity, of artistic integrity. The story 
wanders and pauses and digresses, but its emotional march 
never falters; it makes its way through and by the very 
obstacles that would seem to interrupt its course. We are 
swept forward, willy-nilly, in the wake of a great imagination. 

I may be taken to task for seeming to ascribe so much 
conscious planning to the constructor of the Iliad. Robert 
Bridges has a good word on the subject: “All this explana- 
tion”, he says concerning his own analysis of the story of 
Priam’s journey in Bk. XXIV, “seems to imply more elab- 
oration and ingenuity than Homer is usually credited with; 
but logical explanations are necessarily more elaborate than 
the instinctive rightnesses which they explain ” Attempts at 
analysing literary workmanship always provoke such question- 
ing. Did the author do these things intentionally? Did he 
think them out like this? It is difficult to draw a hard and 
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BOOK I 


T HE first verse announces the title and subject of 

the poem and also makes a claim. By calling upon the goddess 
(/>. the Muse) to sing the wrath the poet is saying in effect 
“This is the true story of the Wrath of Achilles.” The Muse 
is, as it were, the personification of all past poetry, of all the 
songs that preserve the record of the past, and in presenting 
himself as her mouthpiece he is asserting his claim to 
knowledge of the traditions and assuring his hearers that his 
account is the true one. “The aoidos , Homer or Hesiod, does 
not cl aim that he is the sole author of his poetry. He is only 
telling over again an old tale of ‘true things’ taught him by 
the Muses, the daughters of Memory .” 1 

How far this claim is to be taken literally — whether the 
poem is the elaboration of a well-known story or a new story 
worked into the legend of the Trojan War — it is impossible 
to say, nor does it matter. A heroic story is always about 
famous men in connection with famous events; that is, it is 
part of what is already known; it is taken from, or put into, 
history or legend, and always purports to be true. So here, 
while Homer’s audience may conceivably not have heard of 
the wrath of Achilles, his name would at once set the story 
announced in its proper environment, and they would in- 
stinctively supply the required background. At any rate, the 
magnification of the theme, we may be sure, was new, the 

1 J. A, K. Thomson: Studies in the Odyssey , p. 185. 
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big scale on which the figures and events were presented, and 
the consequent psychological elaboration this necessarily in- 
volved. 


Those who are eagerly looking for traces of an older poem 
inadvertently left behind in the present Iliad point out that 
the verses immediately succeeding (2-5) give an inadequate 
account of the story that is actually told. This objection, quite 
apart from its questionable validity, is irrelevant. For the 
purpose of the description is not so much to s umm arize the 
contents of the poem as to advertise the kind of story to which 
the audience are invited to listen. They are promised a tale 
full of fighting and slayings, assured it is “a brave and 
noble song” of the sort they like. The value of the state- 
ment otherwise is mainly emotional. As the first word Mijpiv 
(“Wrath”), besides focusing our thoughts, coloured the 
imagination at once with the appropriate hue, the impression 
is immediately deepened by the vague images of death which 
follow. The verses give a far view, glimpsed for an instant, 
and therefore indistinct, of dreadful things to come; the 
curtain is lifted momentarily upon the future, and this sight 
of the field with birds and dogs about the heaps of slain 
supplies the emotional background against which, accordingly, 


we watch the story rise. 

For at once the story begins to move. The quarrel is to be 
the starting-point, and to the quarrel the poet immediately 
turns. Without more ado he concentrates the attention on the 


incident from which his story is to issue. The occasion of the 
quarrel is set forth in three brief scenes — the rejection by 
Agamemnon of Chryses’ supplication, Chryses praying to 
Apollo beside the sea, and the god moving in his might down 
from the mountain against the Achaean camp. The most 
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interesting feature here, besides the speed with which the 
poet gets down to business, is the immediate introduction of 
the dramatic method in narrative. We are not so much hearing 
the story told as seeing it happen. Aristotle says 1 : Homer is 
the only poet who understands the narrator s place in a poem. 
He tells as little as possible in his own person. Other poets 
keep themselves on the scene throughout, and briefly and 
seldom represent the action as taking place. Homer, with little 
prelude, leaves the stage to his men and women, all with 
characters of their own.” That is exacdy what is done here. 
Homer merely sets the scene, puts his persons into it, and 
leaves it to them, being what they are, to carry the action 
forward; and we get to know them from what they do and 
say. Agamemnon comes before us with a characterizing 
gesture, which, to start with, prejudices us against him: in 
defiance of the unanimous feeling of the whole army, he 
rejects with rou 

immediate calamity upon his people. Achilles, on the other 
hand, makes his entrance as the champion of the welfare of 
the army; with no personal motive, but simply from a dis- 
interested anxiety for the common good, he initiates the 
action which, as we know, is somehow to bring trouble on 
himself. Thus we enter upon the quarrel scene with our 
sympathies so far in favour of Achilles and against Agamem- 
non. 

The chief purpose of the very full development of this 
scene, we may judge, was to establish firmly the character of 
these men, and especially of Achilles. We are not to see 
Achilles again till the ninth book; therefore, since his wrath 


gh threats Chryses’ supplication, and so brings 


1 Poetics 14.60a. 
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is the formative motive of the poem, a deep and lasting 
impression must be made. The poet does not describe Achilles’ 
character, nor indeed say anything about him. We know him 
merely by what he does and says here and now, and it is the 
poet’s business so to shape the progress of the quarrel that 
his words and his acts will reveal him as the poet wishes us to 
see him. It is the dramatist’s method of projecting a person- 
ality inadvertently as it were in the course of creating an 
exciting incident. His first speech (59-67) is as impersonal as 
his motive, which is dramatically right as impressing the 
point that his forwardness in summoning the fateful assembly 
is entirely disinterested. The motive is, the poet tells us, a 
divine prompting, Hera’s pity for the Danaans working in the 
mind of Achilles. The first personal touch comes in his reply 
to Calchas’s appeal for protection— the ready self-confidence 
of his assurance: 

OU Tl S €/i€t) ££)VTOS Ko\ €7Tt xCovl dtpKOfieVOlO 

<roi KoiXys 7r apa vyval fiapeias x^tpas eTroiaei 
avpiravTuv Aavawv, ou5’ rjv ’A yap.ep.vova etnys. 

(88-90) 

(“No one while I live and see the light shall lay violent hands 
upon you, of all the Danaans, not even if you name 
Agamemnon.”) 

Nor was there any call for Achilles to put himself forward 
after Agamemnon’s reply to Calchas (106-120). Agamemnon 
had not addressed himself to him, nor made any comment 
on his support of Calchas, nor, for all his fury against the 
prophet, had he threatened him. Achilles might at least have 
waited, one feels, to see if any of the others would reply to 
Agamemnon’s unreasonable demand for immediate repara- 
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tion. But Achilles waits for no man to act for him. It 
becomes abundantly clear that he regards himself as the most 
important man in the army. Headlong and tactless, he takes 
on himself the foil responsibility of what he has started. He 
does not see that the diplomatic thing for the moment is to 
save Agamemnon's face, as no doubt Nestor or Odysseus would 
have done, but bluntly tells him that what he demands is im- 
possible, and the sudden gratuitous insult — ^tXoKrea^rare 7 ravnov 
(122), “greediest of all men” — flashes his temperament upon 
us and prepares for the outburst that follows Agamemnon s 
deliberately provocative reply. 

The crucial point in the quarrel is Agamemnon’s decision 
to take the geras of Achilles himself, and to account for his 
coming to this decision is the artistic motive that shapes these 
speeches. A long history of mutual exasperation is skilfully 
touched in to support for the imagination the bitterness of the 
present quarrel. For Achilles’ ^Xo/crca^rare iravTw, we learn, 
is based partly upon a store of old grievances (163-168), and 
Agamemnon’s words (176-177) equally reveal a long resent- 
ment against his arrogant vassal, and suggest that Achilles has 
not borne those past grievances as patiently as he himself 
made out. At any rate, the two men plainly dislike each other, 
and it only needed such an occasion as this to bring their 
antipathy to a head. 

Agamemnon speaks with cold deliberation, declaring that 
he sees through Achilles’ clumsy attempt to exalt himself at 
his expense. He announces that, if the Achaeans do not 
choose to acquiesce in his demand, he will simply use his 
authority and take the geras of one of his subordinates — 
“yours or Ajax’s or that of Odysseus” (138), he says with 
elaborate carelessness. The cool superior tone is obvious even 
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to a reader. Then, postponing this minor matter for future 
consideration, as if the principle were settled, he turns to the 
business of getting Chryseis off. 

The man who could not hold back that angry exclamation 
at Ag amemn on’s simple demand for compensation will 
certainly not sit down under this. We turn our eyes eagerly 
toward Achilles, expecting now some violent retort; and we 
are not disappointed. He is all on fire in an instant at the 

bare suggestion of such an 
passionate side of his nature is at once and fully established. 
We see that in anger he is absolutely unrestrained and that, 
when he hates, all other considerations are thrown to the 
winds. Before the whole army he declares that Agamemnon is 
a leader unworthy of confidence, and all but calls upon the 
Achaeans to renounce his authority. He ends by announcing 

his determination to go home at once. 

And so Agamemnon is goaded to take the fatal step. The 

filing has come to a head between him and Achilles. His 

authority is challenged, and he resolves to show who is 

master. 


outrage on his rights, and the 


ojs ep d</>atpetrat Xpvorjtda $ot/5os ’AttoXXoj*', 
ttjv pev eyb) cvv vrjt t epy /cat epols erapocoL 
Trepyl/o ) , kyo) be k ayo) BptaijtSa KaWnrapyov^ 
avros uov /cXiaoji'Se, to <jov yepas , o<t>p ev eldys 
ooaov (freprepo ; eipi oedtv, tjTvyky be /cat aXXos 
laov euoi <Pa.(x6a t /cat opoicodrjpevari, avjyv. 

(182-187) 

(“Since from me Phoebus Apollo takes away Chryseis, her 
will I send with my ship and my comrades, but I will go 
myself to your tent and take Briseis, your geras, that you may 
understand how much stronger I am than you, and that 
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another also may fear to match words with me and face me 
as an equal.”) 

Now what will Achilles do ? Expectation is breathless, and 
the poet holds it in suspense for a few lines: 

4>aT0' Tlr)\ii(i3 V l b’ ax°s ytvtr , tv be ol i)Top 

aTTjdtcrcnv \acrioi<n biavbiX a P i PPVP^ (v i 
fi 6 ye <t>acry avov o£ii ipvtraaptvos i rapa p-rjpov 
rot ij piv avacrTT/aetev, 6 S’ 'Arpetbriv tvapi^oi, 
fie xb^ov Trauaeiev tpT)Tbaeie re Bvpov. 

(188-192) 

(“Thus he spoke, and grief struck the heart of Achilles, and 
he stood a moment pondering whether to break up the 
assembly and slay the son of Atreus or to stop his wrath and 
restrain his feelings.”) 

And as he is in act of drawing his sword, Athena appears to 
him and bids him desist. 

One need look no further than the exigencies of the story 
for an explanation of this divine intervention. The taking of 
Briseis is the cause of the Wrath; therefore Achilles must 
suffer her to be taken. But that he should do so imperils at 
the outset the impression of the fierce and overmastering 
pride which the story requires him to possess and which he 
has already so forcibly displayed. Imagine the scene without 
the intrusion of the goddess: Agamemnon announces that 
he will do the incredible thing and take Achilles’ prize; we 
see Achilles’ hand fly to his sword; it is almost out of the 
scabbard, and then, after a moment’s pause, he thrusts it 
back, and does nothing more than pour out further abuse on 
Agamemnon and declare his intention to withdraw from 
the fighting. By shifting the responsibility to the goddess the 
poet seeks to avoid, or at least d iminis h, this forcible-feeble 
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effect, and allows us to retain our original impression of 
Achilles in the face of a submissiveness that is in itself out of 
character. His own scorn of his apparent pusillanimity, as 
expressed later (231-232), helps too to preserve the impression. 

We are perhaps inclined to interpret Achilles’ conduct in 
terms of disciplined armies and fighting for one’s country, 
and so condemn it too much and too soon. It is not till 
Bk. IX that he puts himself entirely in the wrong. Whatever 
may have been the exact position of Agamemnon in regard to 
the other chieftains, Achilles’ right to withdraw never seems 
to be questioned, even by Agamemnon, and there is no 
suggestion that he is liable to any penalty for his defection. 
On°the contrary, it is taken for granted that he is the injured 
party and that it is Agamemnon who must make amends. 
His action apparendy goes beyond his rights, and releases 
Achilles from fiirther obligation. Nestor, eager only to calm 
them down, puts the case mildly, it is true, but he presses 
with more urgency upon Agamemnon than upon Achilles to 


yield (275-284). 

It is interesting to observe that Nestor, unlike Agamemnon 
and Achilles, is formally introduced (247-252). The poet does 
not expect his audience to know about him, which suggests 
that the prominent part he plays in the story was an invention 
of the poet’s. Homer needed as an agent m his story a man 
of reputed wisdom, to whose advice the leaders are inclined 
to listen, and took the opportunity to enrich his poem wA 
this comico-pathetic figure of experienced old age The 
humour of story-telling,” says Pope, “so natural m Hd men 
is always marked by Homer in the speeches of Nestor, the 
apprehension that their age makes them contemptible _pm 
them upon repeating the brave deeds of their youth. Th 
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he is a handy device in a poem which aims at gathering 
together as many incidental stories as possible. They are told 
not just for their own sakes, but have a dramatic function as 
revealing a personality; the telling of them gives the additional 
pleasure of amusement at the portraiture. 

The poet promised at the beginning that in the tale of 
the dire consequences of Achilles’ wrath the end was to be 
in accordance with the purpose of Zeus — ° ireXtUro fiovXv 
(5) — and so having pictured the quarrel and the cause of 
the wrath, he next contrives a means of making clear what 
the purpose of Zeus was in regard to the matter. So far as 
the machinery of the poem is concerned, Thetis comes to 
Achilles in order that she may carry the story to Olympus 
and thus put us in a 
the poem. But, as always, the poet covers up his mechanical 
purpose by making it serve also dramatic ends. The scene 
of her coming brings out a new fact about Achilles: he is 
fated to die young, and he knows it, and for this fate his 
unquestioned supremacy in glory was to be the compensation. 
In the loss of his geras he sees himself bereft of the honour 
for which he has devoted his life. This thought brings a note 
of pathos, if not yet of tragedy, into his plight, which is 
surely strengthened by associating it with his goddess mother. 
The shortness of his life seems accentuated through being 
mourned by an immortal mother; her feeling toward him is 
dominated by this one dreadful realization, as a human 
mother’s would be if she knew her child had but a few days 
to live. In fact, that is Thetis’s artistic role in the poem — to 
bring with her when she comes the thought of Achilles’ 
approaching death. Three times the point is stressed in this 
book, so that even an audience at first hearing could hardly 


position to learn the plan that governs 
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fail to mark it— first by Achilles’ complaint (352-356), then 
in Thetis’s reply to his appeal (414-418), and again by Thetis 
when she makes her supplication to Zeus (505). 

Her mission to Olympus is postponed to allow of an 
interruption in the narrative while the poet describes the 
restoration of Chryseis and so winds up the business of the 
pestilence. 1 The pestilence was invented just to create the 
occasion for the quarrel and now that it has done its work he 
formally dismisses the subject. Thus what may be called the 
first movement of the book is rounded off and completed. 
We have seen the pestilence come, we have seen its reper- 
cussions in the assembly scene, and now we see the deed that 
caused it being undone, marked by Chryses unpraying his 
former prayer (451-456). The account closes (467) with 
festivity and singing, the coming of night, and sleep, as does 
the second movement of the book (595-611) . These little 
formal points are worth noting because it is such technical 
niceties that give a poem the cadence and finish which 
distinguish great writing. They are the large scale counter- 


1 But why it should be postponed for as much as twelve days it is 
hard to see. It may be that the poet simply wished to lengthen the time 
of Achilles’ absence beyond the four days covered by the events of 
Bks. I 1 -XX 11 , and certainly the picture of Achilles beside his ships 
(488-4.92) "fretting his heart out and longing for the battle-cry an 
the hghting” must refer to the whole time of waiting, not just to that 
required for the voyage to Chrysa and back which seems to have been 
no more than an overnight journey. It may _ be noted that again m 
Bk XXIV twelve davs are jumped by a similar simple fiat before the go s 
intervene on behalf' of Hector’s body, and again all that we know of 
the twelve davs is what Achilles is doing and feeling. It is one of the 
manv parallel between the last book and the first. But it looks as i in 
thi- "instance Bk. I had been made to conform with Bk. XXIV and not 
vice versa, for what Achilles did in the twelve-day interval there is a 
vital link in the action, whereas here it is not: which is interesting. 
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parts of the subtle harmonies of vowel and consonant sounds 
which without obtruding themselves upon the attention make 

great words live for ever in the memory. 

Returning from this excursion, we pick up again the new 
interest to which the poet set us looking forward before he 
turned aside, viz., Thetis's promise to put Achilles prayer 
before Zeus. The scene between Thetis and Zeus is, as I have 
said, the poet’s dramatic way ot revealing his main design to 
his audience. He does not reveal it fully but gives just 
enough to face the expectation in the right direction. He 
fixes our eyes on a point in the future so that with this in view 
we can watch events shaping towards it. The device is 
obviously very helpful in a poem that plans to include a great 
variety of incident. We see whatever he chooses to relate 
with that particular terminus in view, see all the intervening 
events as leading to the promised result. The shape which 
the poet is imposing on his diverse material he thus makes us 
progressively impose for ourselves; we place the incidents as 
they occur in relation to a certain known end, and follow the 
poet’s plan by knowing in advance what it is. Here the goal 
of our expectations is set as far as the defeat of the Achaeans as 
a consequence of Achilles’ withdrawal. We do not know 
how it will be worked out, but the general direction ot our 
interest is focused on the coming defeat. 

When Thetis makes her appeal, Zeus, reluctantly consent- 
ing, expresses his fear of trouble with Hera over the matter, 
which in a story means there is going to be trouble; and so 
when Zeus goes to join the other gods we have our cue of 
interest; and at once Hera begins to play her expected 
part. The scene is amusing and lifelike and lively, but it is 
also functional; for in showing that there is opposition on 
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Olympus to the ) Aios, he leads us to expect that something 
will come of it, that there will be attempts to thwart his 
purpose; that is, he makes room in his poem for digressions 
and interruptions in the story of Achilles’ wrath. In the 
words of Bury 1 , “One of the principal functions of the gods 
who play such a large part in the Iliad was to provide devices 
for delaying the movement which conducts from Agamem- 
non’s repulse of Chryses to the deaths of Patroclus and 
Hector.” Also by the entrances and exits of the gods he can 
warn his hearers what the poem is doing, label one portion 
as a digression, or announce a return to the main theme. 

But no one, while reading this wrangle on Olympus, thinks 
of its practical purpose; the scene carries itself, justifies itself, 
by its own inherent liveliness. It is the strength of the Iliad 
that the poet never forgets that he must amuse and interest 
always. Information is disguised as an event to be enjoyed 
for its own sake. The scene is pleasing, too, as providing 
variation of interest and variation of tone. It is clear through- 
out the Iliad that Homer knew by experience that constant 
variety of topic was necessary to keep the attention of his 
audience alive and fresh. The very shifting of the scene 
wakens the interest and rests the attention by diverting it to 
new objects. Variation in tone is still more necessary, and 
undoubtedly part of the function of the gods in the Iliad is to 
supply some measure of comic relief. It is remarkable that 
the first note of comedy in the poem comes in the first words 
spoken by Zeus (518 ff.). Thus, besides leading us to expect 
the next incident, and therefore making it imaginatively neces- 
sary, his speech sets the tone for it, prepares us to listen to 

1 Cambridge. Ancient History , Vol. II, c. XVIII, p. 499. 
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what follows in the right spirit, brings us down, as we may 
say, from earth to heaven. 

“The theme is an Olympian quarrel,” says Sheppard, “the 
heavenly counterpart of the tragic quarrel between Achilles 
and Agamemnon. Like most scenes in Olympus it is amusing, 
graceful, irreverent, and of infinitely less importance than the 
tragedies of mortal heroes. Zeus and Hera are the disputants. 
The lame and famous blacksmith is the Nestor, who in this 
affair succeeds in restoring every one to good humour .” 1 

The correspondence imparts to this light-hearted scene a 
touch of parody, which underlines its want of seriousness. 
Zeus, threatening Hera, borrows the form of Agamemnon s 
threat to Chryses, and, for all the added weight he gives it, 
there is no question which sounds the more dangerous. 
Hephaestus begins his appeal for amity in terms similar to 
those with which Nestor began his . 2 But the return ot motif 
has also a structural value; it signals to the ear the close of a 
canto by completing musically a pattern of events. It helps 
too that this quarrel comes to nothing, has no consequences; 
it brings itself to an end, dissolving harmlessly in a burst 
of laughter, and, like the previous set of events, after feasting 
and music, is rounded with sleep. Here again, then, is the 
art that conceals art; what is functional pleases, and what 


1 Pattern of the lliad y p. 22. 

2 Cf. 1 . 28, fii] vi) tol ov xP a i^PV (TKrjTTTpov Kai areppa deolo. 

with 1. 566, f. it] vv tol ov xpo.I(tij.o)(tlv octoi 6 eo l eur ev OXvpTce 

And II. 254-7, d> /ToTTOLf 7 } peya irkvQos 'Axo-tba yalav Uapei 

V Kev yrj drjacLL Upiapos Hpiapoio re tt aides 
aXXot re Tp<£e$ peya ice v /cexapotaro dvp<2, 
ei acpwlv ra6e tt avra TruSoiaro papvapkvodv , 
with 11. 573-4, rf 8 tj XoLyia epya rad 1 eoaerac ouS’ er ai^exrd, 

el 8 rj a<{> < 1 ) eveica Ovtjtwv epibalverov d)6e. 
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pleases is functional. Whatever may be thought of the 
divisions elsewhere, Bk. I marks itself off by its structure, as 
well as bv its subject matter, as the first chapter of the story. 



BOOK II 


the end of Bk. I what would the audience be 
looking for? We have heard Zeus’s promise to Thetis that 
the Achaeans will suffer defeat on the battlefield as a conse- 
quence of Achilles’ withdrawal. At the beginning of Bk. II 
Zeus sends, in the night following the interview with Thetis, 
a dream to Agamemnon to fill him with the mad hope of 
carrying Troy on the next day. Awaking, Agamemnon 
orders heralds to summon the army to an assembly, and holds 
a preliminary council of the chiefs, to whom he relates his 
dream, and announces his intention of acting upon it. This 
is a perfectly plain development of the expectation set up in 
Bk. I; the occasion for the promised defeat is being prepared; 
we can see the path of the poem running clear ahead to the 
fulfilment of the promise to Thetis. Then the poet suddenly 
calls a halt and deliberately obstructs his own progress: 
Agamemnon, out of his own head and without reference to 
the promise in his dream, closes his address to the council by 
the unexpected announcement that he will first test the 
feeling of the army by suggesting that they should give up 
the siege and go home, which proposal the other chiefs are 
instructed to oppose (75). The consequences of this action 
make up the bulk of Bk. II. Within itself the incident is 
consistent and completely intelligible. Agamemnon makes 
a mistaken move for a perfectly understandable motive, his 
plan miscarries, his army almost bolts for home; at the end 

17 
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order is restored, and it is marching out to battle. But what 
is it all for P Does it make any difference in the sequel ? Does 
it lead to anything? Would, for example, Bk. Ill necessarily 
have been any different if the testing of the army had not 
occurred? The answer to these questions is plainly, No; 
the events which follow could have been just the same without 
all this to-do. 

The explanation is important for the understanding of the 
Homeric narrative method. That method probably grew 


direcdy out of the conditions the poet had to meet, and the 
conditions are indicated by the method. In his opening 
chapter he aimed at seizing the immediate attention of his 
hearers and so plunged straight into the first scene of his 
story and laid the train for the action that is to hold it to the 
end. What he has to do now is what every story-teller who 
begins in a similar way has to do, i£. to explain the setting 
of his story. For even if his audience may be presumed to 
have known the circumstances that led up to the siege of Troy, 


he has to ‘place’ his opening incident within these circum- 
stances, and, all the more if they are familiar, to select from 
among them those which are pertinent in his handling of 
the legend. He has to explain, for example, at what point 
in the war the quarrel took place, what in a general way has 
been happening up to this time, the ingredients of the situ- 
rm hnrh in the matter of circumstance and the 


character of the persons concerned — sufficiently to make clear 
and complete the exact situation that is being developed. 
This, among other things, is what he is doing in Bks. II-VII. 
But in doing this he must still seem to be going ahead. 
For a narrator to switch back into the past for explanations 


is tolerable when he is dealing with readers, but it is apt 
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to confuse a listening audience. It breaks the thread of 
their interest, and it is hard for them to pick it up again 
when the story is resumed. An audience, once diey have 
got going, want to keep going, not feel that they have to 
stop and listen to explanations. So Homer, having begun 
his action with the quarrel, goes steadily forward from that 
point, and the next incident, no matter what it is, is depicted 
as occurring next. The past is brought before us through 
incidents that carry us forward in time. The illusion is 
thereby created that the story is progressing even when it is 
not. 

Also, he must proceed by a series of episodes. He aimed 
at making a very long poem; I assume that from its existence, 
and do not stop to ask why. Being so long, it would have 
to be delivered in instalments, and each instalment therefore 
must be interesting not just as part of a whole, but in itself ; 
each part must be to some extent a whole. Always the poet 
is thinking of the interest of the hour as well as the growing 
interest in the whole poem. Thus his poem is deliberately 
made into a collection of stories. The many episodes are 
clearly as much a part of his plan as the one story which he 
designs to hold them together. He must proceed largely by 
digressions, and out of patchwork form a growing pattern. 
He is actually looking for opportunities to insert as many 
stories as he can bring within the range of the main story 
that is to carry them; so every necessary turn in that story, 
every bit of information that is required, he expands into an 
incident or builds an incident round it. For the more he 
can include, the better for his obvious 
his poem last 


purpose of making 
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Bk. II then has an expository purpose. It shows more 
fully the situation in the Greek camp, and explains where- 
abouts in the war we are supposed to be ; we hear the prophecy 
of Calchas at Aulis nine years before ; we see in the Catalogue 
the ships assembling there; we learn of the coming of the 
allies to the assistance of Troy and watch them gathering in 
the Trojan catalogue. But it is all done dramatically through 
or in connection with the episode of the panic, which is his 
first little plot to hold the attention of the audience while he 
is setting the stage. He tells it both for its own sake and for 
the sake of the poem. It follows in temporal and logical 
sequence upon the events of Bk. I, showing the immediate 
effects of the quarrel on Agamemnon and the army at large. 

The point might be put in either of two ways: The 
episode contained in Bk. II is the story the poet contrived 
to engage the attention of the audience while he was slipping 
in some of the necessary antecedents; or, better, wishing to 
work in the episode, he bound it into the story of his poem 
by using it as a vehicle for this necessary information. 

The Homeric critics who seek only to disentangle an 
“original” poem from the present Iliad, and are therefore 
always looking for reasons to justify a “cut”, sometimes 
perform the useful service of raising questions that call atten- 
tion to the artistic purpose of a suspected passage. Thus Lea 
says of Agamemnon’s proposed test of the army : The grea 
difficulty is to see why Agamemnon should wish to test 

army at all. We can understand why Zeus sho 'f ld s “ d 
dream promising victory ; that is the first step to the f^^nt 

to face, ? and thus lead to the defeat of the Greeks. But w y, 
after the explicit promise of the dream that fin victory is 
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now within his power, does Agamemnon, instead of marching 
out to win it, run the perfectly gratuitous risk of the propo- 
sition to the army to flee back to Greece ?’ 1 It is surprising, 
and that is why the poet makes him do it; he wishes to 
surprise his audience, to give them something to wonder at, 
and want to hear the outcome of. At once the attention is 
directed to an immediate interest, viz., What is to be the result 
of Agamemnon’s test of the army? And so an episode that 
demands its own solution has been launched; with a jerk 
perhaps; Agamemnon, we may complain, has been forced 
to say this in order to drag the episode in. Which of course 
is quite true, but all the same this second thought of his serves 
the larger purpose of the poem as marking the uncertain, 
wavering temper of Agamemnon, which the course of the 
main story requires him to possess. It brings vividly before 
us the man with whom Achilles has to deal, Achilles to whom 
“hateful as the gates of hell is he who hides one thing in his 
heart and speaks another.” 

Certainly Agamemnon in this book acts very foolishly, 
but he acts from an intelligible motive. Before attacking 
without the aid of Achilles, as he is resolved to do, he wishes 
to ensure his own position; his plan is to represent himself as 
willing to give up his own cherished purpose for the sake of 
his army, while the other chiefs are to speak against his 
proposal and prevent its acceptance. Thus, if the attack 
tails, the responsibility will be theirs . 2 

Agamemnon is halting between two opinions; he half 
trusts and half mistrusts his dream, and, preparing for either 
eventuality, characteristically seeks to shift the blame in case 


1 Leaf: Companion to the lliad> pp. 66, 67. 

2 J. T. Sheppard: Pattern , p. 27. 
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of failure upon the army itself or upon his subordinates 
characteristically as we feel from the action that establishes the 
characteristic. Rationally speaking, i.e. leaving Zeus out of 
account, the dream is a natural one for him to have at this 
juncture; for it represents the height of his desire, just what 
above all things he would love to happen; to march out 
now and capture the city, immediately after the defection of 
Achilles, would be the perfect answer to him and the shocked 
army, and he dreams that it is so to happen. Thus the dream 
is his sense of the folly of his conduct expressing itself in 
terms of his desire, and the plan to test the army is the 
misgiving that is at the bottom of his rash resolve coming to 
the 'surface. Between these two feelings Agamemnon has lost 
his head, and by a kind of fatality, as we should put it, 
persistently does the wrong thing— in Homeric phrase, he is 
in the grip of Ate. Thus does the poem seize on the little 
internal requirements of an episode as footholds for its own 
progression. Agamemnon’s tendency to shift from extreme 
depression to overwhelming confidence, and vice versa, is an 
essential element, or appears to be, in determmmg the future 


course ot the action. . , 

His address to the assembly (no-141) « well contrived 

both by Agamemnon and by the poet; it is good oratory and 

it is good drama. First, he is apologetic as having something 

unwelcome to say ; he follows up that impression by empha- 

sizing the shame of giving up the struggle Ha™,g thus 

suggested the line they are expected to take, he then ( 

.undying to them his proposal and to himself the comrng 

deteat which he really expects) speaks of the great numbers 


of the Trojan allies. 
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He has summed up the situation for us; he has revealed 
the secret misgiving of his own heart which is at the bottom 
of his proposal and prepares the ground for his repentance. 
The speech is well constructed to serve his plan and to 
serve the poet’s plan: that is, it has its place in the episode, 

and it has its place in the poem. 

The wild rush to the ships confirms and justifies the 

impression created by the picture of the army s excited and 
disorderly gathering in the assembly-place (87-100). Demor- 
alized by the plague, expectant of some important announce- 
ment as a consequence of Achilles’ withdrawal, it is swept 
away by Ag am emnon’s words and gives no opportunity for 
the projected speeches of the other chiefs; Agamemnon s plan 
is ruined. In its simple way it is a good situation to which 
the poet has brought us. He has made us feel more and more 
the precariousness of Agamemnon’s plan: “How can he 
succeed with obviously reluctant subordinates and a demoral- 
ized army? And yet plainly he must succeed, for Troy, we 
know, was captured.” Now, instead of being content with 
the excitement of uncertainty in which he has held us, he 
creates a situation that renews and sharpens the suspense. 
The crisis which excited us in the prospect but which we 
judged must somehow be averted has been reached; the 
story is dissolving before our eyes. 

This trick (so to call it) is perhaps as far as Homer could 


go in the direction of mystification. Taking advantage of 
his audience’s knowledge of the legend, he gives his story a 
turn that apparently leads to the opposite of the known end, 
that his audience may wonder how he is going to bring it 
back into harmony with the requirements of tradition. For 
of course he must; having created this situation, he has now 
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to undo it. The difficulty will be, the audience see, for 
Agamemnon to explain away his words; what w'ill he say to 
the army now? But that course would be simply to retrace 
one's steps, to hear explained what we already know. And 
that, however natural and probable in real life, would in a 
story be dull; realizing that the closing of the incident is 
necessary in the interests of completeness we should give it 
but perfunctory attention. But Homer mak es a new incident 
out of his resolution of the difficulty. Agamemnon does not 
explain at all; he does not have to; the army’s attention too is 
turned in a new direction, when on their return to the 
assembly-place Thersites, a common soldier, taking a leaf 
from Achilles’ book, hurls abuse at Agamemnon, urging his 
fellows to go home and desert him, and Odysseus crushes him 
by word and deed, making him an object of ridicule. Thus, 
instead of what we were expecting, we have the amusement 
of witnessing Odysseus’ adroitness in turning accidents to 
account. He promptly re-interprets the whole occurrence in 
terms of Thersites’ action, and before they know where they 
are the soldiers find themselves being forgiven for their 
shameful, but natural, loss of heart even at the moment when 
their goal is in sight. He reminds them of the omen at 
Aulis nine years ago, and of Calchas’s prophecy therefrom 
that Troy was to fall in the tenth year. Agamemnon has 
already (134) informed us that nine years have passed since 
the Achaeans came, and now Odysseus notes that t Homer « 
accepting or adopting the tenth as the final year of the siege. 

m reference comes not as tarnation to us 
directly out of the situation and bears upon it. These 
minders are given to encourage the soldiers, not for our 
benefit. The poet slips in the information incidentally. 
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dramatically, making its communication an effective element 
in the action. 

Nestor takes up the tale, and the episode draws to its close, 
but before it ends new interests are promised and old ones 
restored. Nestor reinforces Odysseus’ exploitation of the 
Thersites incident by definitely ascribing the flight to one or 
two malcontents in the camp, and then advises a rather 
obscure reorganization of the army, which seems to have no 
other excuse than to make room for the Catalogue of Ships. 

Their skilful covering up of his folly is recognized by 
Agamemnon, sufficiently for dramatic purposes, by the warmth 
of the approval he lavishes upon Nestor’s suggestion. He 
acknowledges his fault in quarrelling with Achilles and creates 
at least the public impression that he is going to move towards 
reconciliation. But it is plain that he is resolved to try 
first, on the strength of his dream, what he can do without 
the h umi liation ol approaching Achilles. For that was a 
promised interest on the part of the poet, and, now that he 
has successfully established certain aspects of the situation, he 
holds it out before us again, that in the strength of that hope 
we may be tempted to pass further. We know what the result 
will be, for we have been told Zeus’s purpose, but we do want 
to see it happen and observe the repercussions on the relations 
between Agamemnon and Achilles. Out of this expectation 
and desire the poet develops the series of incidents through 
which he completes his exposition — though it is not done at 
all as we are expecting. The poem opens up from within 
itself ; it unfolds and expands as a range of mountains does to 
an advancing traveller, drawing him on by distant prospects 
and disclosing unexpected peaks. 
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Signalling clearly the dismissal of the present incident in 
the words: 


7 cu( 7 i 6’ &</>ap ir6\tpos yXuKUoy yiver yi vkeaOai 
kv vyvji yXacfrvpfjcn (piXyv ts 7raTpt5a yalau, 

( 453 - 454 ) 

(“Straightway war became sweeter to them than to return in 
their hollow ships to their native land.”) 

Homer (after a burst of descriptive similes, to dazzle us, 
perhaps, into investing with splendour the host of names that 
follow) calls the roll of all the Achaeans who fought at Troy. 
Whether the Catalogue of Ships was originally composed 
for this place in the Iliad, of course no one can say. “It seems 
rather”, according to Leaf, “to describe the gathermg of the 
ships at Aulis, and has only been adapted to the Iliad. ery 
likely so, but I cannot agree with him that it is not suited to 
its place here. Assuming (as we must on any supposition o 
its origin) that the Homeric audience found an uncompromis- 
ing list like this interesting, this is just the place for it. e 
are at the beginning of the poem, and the poet is building up 
the background of his story. Whether or not die Catalogue 
was originally a description of the gathering of the ships at 
Aulis, the poet so uses it. He wishes to recall that long pas 
event, and so he takes this account and translates it into an 
event of the day we have reached in the narrative, t is 
presented as the march past of the Achaean host as they w^n 
forth to the first batde of the poem. Then he carries us to Troy 
that we may hear a corresponding roll of the Trojans and theu 

allies. The two forces are now before us. 


1 Com'pa?tion> p. 79* 
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comes what it is all about. For this, the 
cause of the war, is the subject round which Bk. Ill is built. 
It is die story of the abduction of Helen told in an action that 
took place ten years after. The poem marches on, taking in 
what it needs in its stride and gathering impetus from what 

it takes in. 

Homer is engaged in laying, broad and deep, the foun- 
dations of his story. Having through the panic-scene made us 
in various ways more fully acquainted with the situation on 
the Achaean side, he now turns to Troy and expounds the 
situation there. “We could not understand, says Miss Stawell, 
“what the loss of Hector will mean to Troy unless we were 
shown the relation between him and his city. We could not 
conceive in its fulness what the fall of that city itself will 
mean unless we had learnt both to love the citizens and their 
King and to despise the adulterer who brought the war upon 
his country. The poet needs for his own effect to let us know 
all this, and as soon as may be. He does not tell us before the 
quarrel, partly in order ‘to secure a hearing’ by a vivid scene 
at the outset, a scene that holds in itself the kernel of what is 
to come . . . but also, I believe, the poet adopted this scheme 
because he wanted to give the impression of a sudden fierce 
and hasty action, which we feel is bound to have momentous 
consequences, but what consequences we cannot yet discern: 

1 F. Melian Stawell: Homer and the Iliad , p. 50. 
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consequences which do not manifest themselves at once, and 
which we can only fully appreciate when we look, and look 
deeply, into the sea of character and circumstance that sur- 
rounds the initial deed. Slowly, as in actual life, we come to 
see what it all leads to.” This statement, I think, describes 
truly the effect of the poet’s procedure, but the points noted 
also show how a great artist turns his necessities to artistic 
profit. It is because he must seize the attention at once that he 
begins with the sudden momentous action; it is because he 
must explain die circumstances of this opening scene that 
these expository books follow; but he has used this necessity 
to serve not only the purpose of explanation but also the 
purpose of the development of his poem. These books are 
retrogressive and progressive at the same time. They contain 
reminders of past events; they contain the immediate interest 
of present events ; but they also contain the shadows of coming 
events. We are not just standing still while the world of the 
poem is catching up, getting into line with the moment of 
the initial scene. We are doing that, but we are none the less 
moving forward; and not only superficially in time; we are 
progressing emotionally towards the crisis. The poem and 
the Situation are getting set and developing at the same time. 

The single combat between Paris and Menelaus is here the 
episode that explains the past, advances die present, and 
motivates the future. It has a beginning, a middle, and an end 
of its own and therefore holds the immediate interest of e 
audience to itself. Instead of merely waiting for it to be over 
so that we can get on with the story, we are engrossed with it 
for its own sake. The fact that it is a duel ensures this 
immediate interest, the simple desire to know how the thing 
will end, and the fact that it is a duel between Paris an 
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Menelaus brings out naturally the whole story of Helen and 
the shameful cause for which Troy is fighting. And this is 
told not by comments of the poet, but dramatically by the 
actions of the persons concerned, and in relation to present 
events. Consequently, as we listen, we are never thinking 
firstly about the past; we see the past incidentally by seeing 
its present consequences. It is by what Menelaus and Paris 
and Helen feel about those past events now that we are 
informed about them. The action is sweeping forward ; the 
poet cannot pause to explain; there is no time, too many things 

are happening. That is the effect. 

The book opens with a picture of the two forces, which we 

have heard described, marching out to battle. The whole 
scene is shown as from a distance with no separate figures or 
interests distinguished. Then the poet suddenly shifts his 
perspective: the figure of Paris fills the field of vision Paris, 
with his leopard skin and his bow and his sword, swaggering 
in the van, hurling out challenges at the Argive leaders (15-20) 
— and at the sight there swings into the memory the origin 
of the war, the background of broken faith on which the 
cause of Troy rests. This reference is confirmed by the 
immediate mention of Menelaus (21), and the episode is 
fairly launched in our expectations; something exciting is 
going to happen — the seducer and the wronged husband are 
going to meet. Then, as Aristotle puts it, the poet retires and 
leaves the stage to the actors. He has set the scene, he hands 
over the rest to them. Paris shrinks back in guilty terror, so 
that this glimpse of that ancient wrong might seem to be all 
the poet meant to show us. By this act Paris is further 
characterized and the audience held in suspense — is it after all 
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to end there? Hector steps in and by his bitter taunts goads 
Paris to make his foolhardy challenge. 

There is real artistic economy; one stroke serves two pur- 
poses. The episode in getting under way begins to bear the 
weight of the whole poem. The poet has so ordered his 
introduction to the duel episode that the intervention of 
Hector is required for its continuance, and that so Hector may 
make his effective entrance on this note. Paris is depicted as 
the sort of person to need a reproach to rouse him in order 
that Hector may utter it, and so stand cleared, on his first 
appearance, of any participation in the guilt of Paris (which 
in denouncing he explains). Hector is the pure patriot, who 
is fighting to save his city, not to defend his brother’s guilt; 
he feels the sin of Paris as a stain upon his city’s name, a 
fatal weakness in the Trojan cause. Thus he enters the poem 
with his nobility and purity of motive thrown into sharp 
relief against the background of guilt which spells Troys 
inevitable destruction. These two strains are developed in 
the scenes that follow and together make up the theme of 
Troy’s doom so far as it is required for the full harmony of 
the poem; they constitute the warp on which the varied 
woof of Bks. II-VI is woven. Paris symbolizes (i>. conveys 
directly to the imagination) the certainty of Troy’s fall; m a 
world of poetic justice a cause so based must fail; he and his 
guilt are the shadow of the coming doom, which we see 
deepening and drawing nearer in the immediately following 
books. Hector, we might say, in contrast embodies the trage y 
of her fall, the thought of the noble, innocent, and happy 
fives involved in her destruction. But it is for the sake o 
Hector, not for the sake of Troy, that we are made to sympa- 
thize with the doomed city. Homer’s thought is put absolutely 
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at the service of his art, and the tragic implications of the 
fall of Troy have no concern for him except in so far as they 
serve the artistic purpose of his poem. Such thoughts are to 
form the context of Hector’s death because a full realization 
of the tragedy of his fate is vital to the emotional balance of 

the poem. 

Paris, roused by his brother’s rebuke, impulsively offers to 
put his cause to the test of a meeting with Menelaus. Paris 
is in a sense, I suppose, the given villain of the piece, but he 
himself fully accounts for himself; he does not just play the 
part assigned him by the legend, but in his own way and out 
of his own character fills adequately his role in the poem. 
Superficially an attractive figure, good-natured, lighthearted, 
irresponsible — out of place and hence something of a relief 
among the grimly earnest warriors about him — he shows in 
his actions the underlying nature of which such engaging 
qualities are often the index. He feels only what touches 
himself, and that only while it touches him; incapable of 
sustained resentment through the same lack of imagination 
which permits him to watch his city suffer for his sake 
without a genuine qualm of remorse, he lives from moment 
to moment as a child does, taking the good the gods provide 
him and dodging the momentary evil, himself and his 
immediate mood the boundary of his world. 

His challenge is proclaimed, and accepted by Menelaus, 
and preparations at once made for a formal “signing” of the 
terms. Then Helen enters the story, and we are off on a 
delaying episode which by its complete change of tone serves 
among other things to diversify the interest — “the principal 
preoccupation of a narrative poet ”. 1 The mind, as well as the 

1 T. W. Allen: Homer, Origins and Transmission . 
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ear, demands variety. Also, coming in where it does, it 
heightens the expectation by prolonging it. But in this case 
it is more than a mere interruption to vary and tantalize the 
interest; for Helen’s entrance completes the reference begun 
in the meeting of Menelaus and Paris, and if she is going to 
come into the story at all, this is the place to introduce her; 
we are thinking of her and subconsciously expecting her. Her 
coming is therefore welcome to the ear of the imagination. 
No tale of Troy could leave her out or, without disappoint- 
ment, scamp her part; her beauty is the cause of the war. The 
first sight of Helen, therefore, must be made an event adequate 
to her imaginative importance; her entrance must satisfy the 
expectation of the audience. Even to Homer s original hearers 
the beauty of Helen must have been already famous; the tale 
of the siege of Troy involves that among its implications. 
And so admirably has the poet performed his delicate task 
that even we who are looking on “the face that launched a 
thousand ships”, on her whom countless allusions in later 
literature have enthroned as the very symbol of feminine 
beauty, are satisfied. The passage has become a locus classicus 
of the right way to describe beauty, ix. by its effect. What, 
says Lessing, “can convey to us a more lively idea of beauty 
than that cold old age should think it justified the woe which 
had cost so much blood and so many tears?” 1 It has not so 
often been noted that the poet supports this effect by deliber- 


1 Laocoon, c. XXI. See also Murray, Rise of the Greek Efic, 1st ed., 
p. 2 2 + : “Not one of all the Homeric bards fell into the yawning trap of 
describing Helen and making a catalogue of her features. She was veiled; 
she was weeping; and she was strangely like in face to some immor a 
spirit. And the old men, who strove for peace, could feel no anger at the 


war. 
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ately making us regard her with sympathy . 1 She is guilty 
and shameful ex hypothesis but she disarms our hostility by 
her own attitude to her guilt and shame. Mr. Sheppard s harsh 
comment 2 — “she is the perfect type of the vanities for which 
men are content to live and die” — while it may be true in 
fact, is, I think, untrue to our feelings here. As she enters, 
the sense of her guilt, of which the occasion has so forcibly 
reminded us, is at once softened by the sight of her tears: 

throve? a 6ea y X vkvv iptpov epfioXe 8vp£> 
avdpos re TTporkpov Kai aareos rjde tokijuv' 
a vtuccl 5’ apyevvfjen KaXi^f/apevy odovyo iv 
(bppar U daXapoio repev Kara daKpv x&vaa. 

(139-I42) 

(“Thus speaking the goddess put into her heart sweet longing 
for her former husband and her city and parents. And 
straightway veiling herself in shining linen she hurried from 
her chamber, with tears rolling down her free.”) 

1 But see note on the passage in Pope’s Translation of the Iliad: 
“The reader has naturally an aversion to this pernicious beauty, and is apt 
to wonder at the Greeks for endeavouring to recover her at such an 
expense. But her amiable behaviour here, the secret wishes that rise in 
favour of her rightful lord, her tenderness for her parents and relations, 
the relentings of her soul for the mischiefs her beauty has been the cause 
of, the confusion she appears in, the veiling her face, and dropping a 
tear, are particulars so beautifully natural, as to make every reader no 
less than Menelaus himself inclined to forgive her at least, if not to 
love her. We are afterwards confirmed in this partiality by the sentiment 
of the old counsellors at the sight of her, which one would think Homer 
put in their mouths with that very view; we excuse her no more than 
Priam does himself, and all those do who felt the calamities she 
occasioned; and this regard for her is heightened by all she says herself, 
in which there is scarce a word that is not big with repentance and 
good-nature.” 

2 Pattern , p. 37. 
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And this impression is strengthened by her own words, as 
she sits humbly beside Priam, gazing wistfully into the past, 
which the poet thus artfully spreads before us. 

Also, as the time has come for Priam’s entrance into the 
poem (they are sending for him to represent Troy in the 
ratification of the oaths), Homer devises a scene, in direct 
connection with the duel, which serves to introduce both 
Priam and Helen, and from their attitude towards each other 
gives a definite direction to our feelings about them. As if by 
chance it is in relation to Helen that we first meet Priam, and 
his gracious, generous courtesy to her establishes him as a 
sympathetic figure. 

But having arranged the scene of their meeting he must 
fill it out, give it an apparent purpose. This he does by 
means of the TeLXoaKoiria, in which, while strengthening 
the impression of regretfulness in Helen’s mood, he lets us 
see in the flesh some of the important Greek figures. It is the 
interest of the audience Homer has in mind. The scene is 
actualized, and the persons, by thus being observed as it were 
from the outside. Of course for the literal-minded there is 
the obvious objection that it is absurd for Priam to be asking 
Helen to identify the foemen with whom he has been con- 
tending for so many years, and accordingly it has been said 
that this portion is an excerpt from an account of the 
beginning of the war. That may or may not be so, but the 
artistic justification for its insertion here has been accurately 
expressed by Leaf himself, who for once in a way shows 
himself impatient of this sort of fiddling criticism: “To 
the hearer or reader of the Iliad this is the opening of the war, 
and no further justification of the book, as an introduction to 
the long tale of battles, is needed from a poetical point of 
view than the book itself. All the principal characters whom 
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we have not learnt to know in the first two books are set 
before us in the most artistic and natural manner ; the frequent 
mention of earlier events, by allusion or narration, clears the 
ground for the continuous action upon which we are gradually 
launched.” 1 That is it; the scene broadens and deepens; the 
stage fills; the characters grow clearer and more familiar; 
and always there is, superficially, an apparent movement 
forward in time, to satisfy the desire for progression, and, 
underneath, the growing emotional sweep which is carrying 
us imperceptibly into the full stream of the tragedy. 

For episodic as this sight of Helen is and logically non- 
essential to the story of Achilles, it has its effect in establishing 
our feelings in regard to what is to come. It stresses, and 
especially the scene between Helen and Paris at the end of 
the book (383-447), the fundamental guilt of Troy. This 
scene pictures, as it were, the original seduction of Helen with 
the necessary adjustment to present circumstances. Helen’s 
thoughts have gone back into the past, and our thoughts have 
gone there with her, and we see that past through her eyes, 
and judge it and her accordingly. Thus in viewing her 
weakness and shame, we remain sympathetic towards her, 
that so our condemnation may be concentrated upon Paris. 
We are made to feel the frivolity of his mind, his indifference 
to the claims of honour or of other people’s sufferings, not 
for the sake of the moral lesson, but that, realizing the nature 
of the Trojan cause, we may so far acquiesce in the condem- 
nation of the city. This feeling is to be established before the 
other aspect is developed; for the further effect of this scene 
is felt in the contrasting one between Hector and Andromache 


in Bk. VI, and Andromache’s appeal to Hector there gets 
immense additional force and significance from its resem- 


1 Commentary , vol. I, p. 87. 
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blance to and difference from Helen’s to Paris here (428-436). 
Thus the introduction of Helen is made integral in the poem 
as part of the process of building up Hector’s role therein. 

This is the skill of the Iliad, and in part the secret of its 
power as a story, despite its apparently ramshackle construc- 
tion: The poet’s whole interest seems concentrated on the 
incident he is reciting, and consequently the hearer’s or 
reader’s interest is so concentrated too. We need not look 
beyond it nor think beyond it. With an audience’s limitations 
in view he asks no more of us than that we should attend to 
the business immediately in hand, and the incidents are put 
in a simple logical and temporal sequence for the mind to 
run easily along. It is, superficially, the least exacting of all 

narrative construcdons-a succession of incidents loosely 
struna together. Such a method the conditions of publication 
prescribed. But the order in which our interests are thus 
engaged forms an emotional development that processes 
unerringly to its climax and solution. Homer roams freely, 
no doubt; in search of topics of interest, but he never loses his 
grip on the essential movement of his poem. The incident 
may be logically unnecessary, but in its effect on the fee mgs 
it turns out to be an event in the emotional plot that rs 
building in the hearer's mind. And that is the ftndamental 
test of artistry. To arrange his story in the most convmemg 
logical order is not a story-teller's main problem in construc- 
tion ■ it is to manipulate die feelings of the reader in a way 
that’ is imaginatively effective. He must arrange and insert 

mis ilu story so as to guide the reader's response n, die 

direction intended. Thus in estunaung the purpose jmy 

particular me, dent, the critic should consider 

its effect on the happenings of the story as its effect 

leelines of the reader. 



BOOK IV 


r J[ HE end of the duel episode in Bk. Ill is artistically 

inconclusive; it leaves us wondering what is going to happen 
next, and so calls for a sequel. Paris has been defeated, and 
it looks as if, in accordance with the spirit of the agree- 
ment, Troy should surrender Helen, and the war end. The 
audience therefore, who certainly knew that the siege of 
Troy did not according to legend end like this, would be 
curious to see how the poet was going to retrieve the situation. 

In Bk. IV the gods decree that the war shall be resumed 
and proceed to the fated destruction of Troy. This decision 
is put into effect through Pandarus, who shoots at and wounds 
Menelaus. Agamemnon, furious at the treachery, orders his 

army to attack, and the battle begins. 

That is the substance of the book. It opens with a scene 
on Olympus, and Zeus puts into words the perplexity of the 
audience, asking in effect, “Shall the legend of the Fall of 
Troy be changed?” (14-19). But we are explicitly told that 
Zeus says this to annoy his wife (5), so that there is no real 
inconsistency between his suggestion and his promise to 
Thetis. He takes advantage of the issue of the duel to taunt 
Hera and Athena with Aphrodite’s success in rescuing Paris, 
and then pretends to regard the immediate ending of the war 
as a possibility, knowing that this suggestion will annoy them 
more than anything. It is reasonable that he should not 

37 
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mention his promise to Thetis, for the other gods are not 
supposed to know about it; it is also artistically right; in this 
way the poet tells the audience that the ?»v\-n Aios (j. e . the story 
of Achilles) is still in abeyance, that he is still engaged with 

other matters. 

This little squabble forms an introduction (light and 
would-be comic for the sake of variation of tone again) to 
an important scene. Homer wishes his hearers to have clear 
before their minds the fact that Troy is doomed, and so, 
true to his method of exposition, he shows the gods decreeing 
her fall as an event of the present day, an event that issues in 
another which solves the problem created by the preceding 
situation and pulls back the story into line with tradition. 
Also, he is preparing the ground both for the first battle of 
the poem and for the Hector-Andromache scene. He is making 
sure that we do not just know about the coining doom of 
Troy but feel it coming, and also that our attitude towards it 
may be definitely biased. For this feeling is to be the setting 
of the Hector-Andromache scene; they are to meet m the 

unmistakable shadow of that doom. 

The thought entered with Paris at the beginning of Bk. III. 

Pans represents for the imagination the certainty of Troy’s 

fell, because he embodies, as we are there reminded, die 

treachery and broken faith that are the fatal weakness in her 

cause. The incident that follows forces attention upon the 

point, and its sequel confirms its significance. The ra 

cation by Zeus of the decree ol destiny B unmediatdy 

PandanJ The cause of Troy is again rested upon treachery 

; r Vi That act. which is, artistically, a deepening 
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of an essential line in the picture, is, dramatically, the publish- 
ing of the decree among men, and thereafter a general feeling 
that Troy is inevitably doomed pervades both camps. Aga- 
memnon, beside the fallen Menelaus, so reads it. 

ev yap eyo: ro<5e olda Kara <t>peva* Kai Kara QvpoV 
eacerac rjpap or' av tot 6X00X7; IXios iprj 
Kai HpLapos Kai \aos eu/i/xeXuo XlptapoLO , 

Zeus be KpovLbrjs xnpiivyos, aidepi vai&v, 
a vtos eiruraeiTjOLv epepvrjv alylba rraai 
TjjaS’ curaTTjs Korecoy. 

(163-168) 

(“For I know this well in my mind and heart, the day will 
come when sacred Ilios shall perish and Priam and the people 
of Priam of the good ashen spear, and Zeus, the son of Cronos, 
throned on high, who dwells in the heavens, shall shake his 
dark aegis over them all in wrath for this treachery. ) 

So do Idomeneus (270) and, later on, Diomedes (VII, 401-402). 
Thus it is artistically right that this incident should be followed 
by a burst of confidence on the part of the Achaeans, which 
expresses itself in a series of victorious feats by them. It is 
the poet’s way of underlining, of making us realize, with the 
Achaeans, the significance of the treachery of Pandarus. 
Similarly, the sense of defeat is strong upon the Trojans, and 
in Bk. VI, in the scene which is the culmination of this 
feeling, Hector echoes with “infinite pathos the triumphant 
cry of Agamemnon”. 1 In a word, the treachery of Pandarus 
is a restatement of the Paris theme, dramatized into a new 
event, and completed by inclusion of the consequences. 

The internal management of the incident illustrates several 

1 Stawell: Homer and the Iliad , p. 4.1. 



THE STORY OF THE ILIAD 


40 

interesting points in Homer’s narrative method. Athena, 
coming down to the battlefield to stir up the war again, in 
the likeness of a Trojan urges Pandarus to win fame and 
gratitude by shooting Menelaus. And at this point, while the 
war and the poem are hanging in the balance, while we are 
watching, breathless, the shaping of these dire and far- 
reaching events, wondering whether he will do it, Homer 

proceeds as follows ( 104-126) : 

“So spoke Athena, and persuaded his fool’s heart; he 
began to strip his polished bow, made of the horn of a wild 
goat, which he himself, with a shot in the chest, as it came 
forth from a rock, while he lay waiting in a lurking place, 
had struck in the breast, and it fell backwards upon the rock. 
It had horns of sixteen palms growing on its head. And a 
horn-polisher, having prepared these, had joined them to- 
gether, and having smoothed it well, had fitted thereon a 
golden tip. Leaning this bow then with an end on the ground, 
he strung and laid it carefully down, while before him his 
comrades held their shields, lest the war-like sons of the 
Achaeans should first spring upon him before Menelaus was 
struck. Then he stripped off the covering of his quiver, took 
out a feathered arrow, never yet shot, and fitted it in the bow- 
string, and vowed to Apollo, son of light, glorious archer, to 
sacrifice a splendid hecatomb of firstling lambs when he 
returned home to the city of holy Zeleia. Then he drew, 
holding together the notch and the leathern bowstring— the 
string he brought to his breast, the iron head till it touched 
the bow. And when he had pulled the great bow mto a circle, 
it rang, and the string sang loud, as the sharp-pointed arrow 
leapt, eager to wing its way through the throng. 
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That is what is called, in the language of the theatre, “hold- 
ing a situation”. It is pardy for the sake of prolonging the 
suspense and partly to make the hearer realize the tenseness 
of the crisis, by forcing him to pause on it. As in the acting 
of a drama the actors pause in their dialogue, and by some 
stage “business” or by standing tense and silent allow the 
dramatic value of a situation to sink into the minds of the 
audience, so the reciting poet achieves the same effect in his 
own way: the stage business is made part of hi s poem. 

Lessing uses this passage to illustrate the Homeric method 
of describing an object . 1 This is the true way, he says, for a 
poet to draw a picture. “Homer wishes to paint for us the 
bow of Pandarus: a bow of horn, of such-and-such a length, 
well-polished, and tipped at both ends with beaten gold. 
What does he do? Does he give us a dry enumeration of all 
its properties, one after the other? No such thing; that would 
be to give an account of a bow, to enumerate its qualities, but 
not to paint one. He begins with the chase of the wild goat, 
out of whose horns the bow is made. Pandarus had lain in 
wait for him in the rocks, and had slain him; the horns were 
of extraordinary size, and on this account he destined them 
as a bow. They were brought to the workshop; the crafts- 
man unites, polishes, decorates them. . . . The poet disperses, 
as it were, the picture in a kind of history of the object, in 
order that the different parts of it, which in nature we see 
combined together, may in his picture as naturally seem to 
follow upon each other, and to keep true step with the flow 
of his narrative.” Lessing means that Homer, understanding 
the capacities and limitations of his medium, does not try to 

1 Laocoon , c. XVI. 
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achieve in words the methods of a painter; as in poetry a 
picture can be given only in a succession of statements, ix. a 
movement in time, he translates his picture into a series of 
events, which, being events, are necessarily a succession and 
therefore require a succession of statements to describe them. 

There is another characteristic of Homer’s style which 
this passage invites comment on, and that is the extraordinary 
prominence he habitually gives to such minute details. It has 
been likened to the absence of perspective in primitive pictures ; 
figures that belong to background and foreground alike are 
all set out in a row . 1 Whatever the poet is speaking of seems 
to occupy his whole and enthusiastic attention; it fills for the 
time being the whole stage. The Homeric treatment of a 
simile is typical of this characteristic; beginning as an illus- 
tration it grows under the poet’s hand into a picture that fives 
by its own right. A good example occurs here: 

'Os 8 ' ort TLS r k\'ei>a.vTa. yvvri <jx>iviKi furj v V 
Mpom 17 i Kaupa, Trapri'iov tpptvai Irnroiv' 

Ktirai 5’ tv daKapv, *o\tts rt piv vp-qeavTO 
iTTTrijes 4>opttiV 8 i Ktlrai ZyaXpa. 

aptbortpov KQGpos 6’ lx™ eXarijpi re «cD5os 

(141-145) 

(“As when a Maeonian or Carian woman stains ivory with 
itason, to be a cheekpiece for horses, and it lies m a treasure- 
chamber, and many horsemen crave to wear it; but it is lard 
up for a king’s delight, alike an adornment for his horse, and 

for its driver a glory”) 

-an image peculiarly effective both for its resemblance and 
its contrast to white flesh stained with blood; but that ivory 

1 J. W. Mackail: Lectures on Greek Poetry, I, p. 62. 
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cheekpiece does for the moment blot out the sight of the 
shapely thighs and legs and ankles” of the wounded Menclaus. 

“The art of the epic poet”, remarks Macneile Dixon , is 
the art of deliberate amplification. To retain and heighten 
our interest without satisfying it, he will check his step, he 
will pause to describe the hero’s sword or shield, or weave a 
simile, or turn aside into some Elysian meadow. He is skilled 
in delays, in the creation and management of suspense. He 
will take no count of time while he enriches and decorates 
his theme, sweeping, as into a treasure-house, all that lies 
within the wide horizons of human experience. This state- 
ment well describes how an artist adapts difficulties to the 
service of his art, for I suspect that this characteristic is in its 
origin the outgrowth of necessity. No doubt by Homer s 
time, it has, so to say, forgotten its origin and developed into 
an expected convention which in consequence has established 
and reflects a taste of the audience. A reciting poet must not 
lose the attention of his audience for a moment. Therefore 
everything that is for any reason considered worth saying at 
all must be said with the emphasis of complete conviction of 
its importance. The poet dare not drop his voice, for to do 
so would be to invite inattention. 

So here, as he wishes to hold the attention by the descrip- 
tion of the bow, he must make it as alive, as arresting as he 
can. Our attention must be held even while our expectation is 
being delayed. It is as if in watching the picture of the 
tempting of Pandarus, the eye had suddenly been caught by 
the detail of the bow, and for the moment had become 
engrossed with it to the exclusion of the rest of the picture. 

1 English Efic and Heroic Poetry , p. 23. 
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So it is to the poet himself, and so, he hopes, his assumption 
of intense interest will make it appear to his audience. 1 

The important thing in this incident is the treachery of 
Pandarus, but the target of that treachery cannot be passed 
over unnoticed. Menelaus has to be wounded and enough 
made of it to establish the seriousness of what Pandarus has 
done. The story otherwise does not need that Menelaus 
should be wounded, so, having wounded him, the poet has 
no other concern with the wound except to heal it and get 
Menelaus on his feet again. But he resourcefully finds an 
artistic use for it by m akin g it the occasion for that outburst 
of indignant grief on the part of Agamemnon which voices, 
as I have noted, the real significance of the treachery, and 
also motivates Agamemnon’s behaviour in the succeeding 

incident. 

This, the epipolesis of Agamemnon (t.e. his inspection of 
his troops) (223-421), is the link that binds the Pandarus 

1 “The poet having held us through the foregoing book in expectation 
of peace makes the conditions to be here broken after such a manner as 
should oblige the Greeks to act through the war with that irreconcilable 
furv which affords him the opportunity of the full fire of his own genius. 
The <hot of Pandarus being therefore of such consequence, it was thought 
fit not to pass it over in a few words, like the flight of a common arrow, 
but to give it a description some way corresponding to its importance. 
For this ho surrounds it with a train of circumstances; the history of the 
lw X bending it, the covering Pandarus with shields, the cho« of 
the arrow, the praver, and posture of the shooter, the sound of the 
string, and flight of the shaft; all most beautifully and livel.ly painted 
It may be observed too how proper a time it was to expatiate in these 
Particulars when the armies being unemployed, and only one man acting, 

the poet „d hit te.de.h.d Jei„,= k 

which'are !om«imcs thought too redundant in Homer, have a wonderful 
beau tv in this place.” — Pope. 
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episode with the next. It expresses the natural sequel of the 
one in dramatic pictures which are arranged to throw into 
prominence the central figure of the second. The aristeia of 
Diomedes (Bk. V) grows directly out of the treacherous 
shooting of Menelaus. That is, the next incident the poet 
set himself to contrive was the slaying of Pandarus, in order 
to clinch for the imagination the truth of the conclusion 
Agamemnon and Idomeneus drew from this breach of faith , 
in the punishment of Pandarus we read the assurance of 
Troy’s fall. To carry out his intention, then, the poet has to 
select one person to do the slaying, and casts Diomedes for 

the part. 

But why an aristeia of Diomedes? Why not have him 
s im ply kill Pandarus? Because Homer wishes to register 
fir ml y in the minds of his audience the new confidence the 
Achaeans now feel in the triumph of their cause and to 
confirm its significance by staging a successful battle for them. 
And a successful battle in the Iliad means a series of individual 
victorious feats; therefore, as Diomedes is already cast for one 
such, the need of a series suggests an aristeia , and hence the 
invention of other feats, for him. The poet gives this, the first 
battle of the poem, a backbone of story by focusing the 
interest on the one figure. Such an aristeia is not, then, some- 
thing thrust arbitrarily into the poem just to swell its bulk; 
it is an artistic device for describing a battle in an interesting 
way. 

There is also something else that all this business of 
Pandarus accomplishes. It enables the poet to make the first 
battle of the poem an Achaean victory by leading the audience 
through it to expect one. Here was an obvious artistic diffi- 
culty. The expectation set up in the first two books is of an 
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immediate Achaean defeat, and when in Bk. II we watch the 
two armies marching out to battle, we know that the Achaeans 
are headed for disaster. But is this the thought in our minds 
at the moment when the batde actually begins at the end of 
Bk. IV ? Zeus is plainly hanging back and has not yet begun 
seriously to fulfil his promise, and the business of the duel 
and the treachery of Pandarus has supervened and not only 
altered the nature of our expectations, but put heart and hot 
anger into the discouraged Achaeans. I do not believe that 
anyone, reading the events in the order presented, gets an 
imaginative jolt when the battle develops as an aristeia of 
Diomedes, i.e. as an Achaean triumph, that he is conscious of 
the inconsistency. The poet has not just wrenched his poem 
aside to make his first batde an Achaean success; he has 
deliberately so shaped events since the close of Bk. II that 
we are at the moment expecting it. And the momentary 
expectancy is enough for him; he is composing for listeners, 
not for readers, and has litde care about an inconsistency that 

reveals itself to after-reflecdon. 

It is plainly right to give the first batde of the poem to the 

Achaeans. In this way there is placed in our minds, before 
the defeat comes, the concepdon of them as the stronger and 
normally winning side. Otherwise we should lose much of 
the effect of the Achaeans’ dismay when the Trojans pen 
them at their ships and hold the plain. The poet wants us 
to feel for ourselves, and not merely to be told, that that is 
a new and amazing occurrence, a complete reversal of the 
normal order of things. And there is no doubt that our sense 
of the meaning of the defeat is gready enhanced by this 
orocedure, that we do enter imaginatively into the feelings 
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of the Achaeans more directly because we have started off 
with this clear picture of Achaean superiority in our minds. 

Secondly, in that it is a batde that typifies and establishes 
the usual battle-relations of the two armies, it serves also as 
part of the exposition of antecedent events. It sums up in 
convenient dramatic form the previous history of the war; or 
to put it another way, it is the picture of a battle in the days 
before Achilles withdrew, dramatically transferred, by the 
necessity of the story, to the time after his withdrawal; and 
the role of Achilles is played by Diomedes. It is truly remark- 
able with how many threads of interest Homer weaves his 
episodes into the inner fabric of his poem. The aristeia of 
Diomedes is not only appropriate and effective in the place 
where it occurs for the reasons I have before given, viz., as 
clinching and driving home the lesson of Pandarus’s treachery 
and as the necessary emotional preparation for the effective- 
ness of the battle in Bk. VIII, but through the character here 
given to Diomedes, its influence is felt long after at the crisis 
of the poem. He shows us in Diomedes the perfect Homeric 
knight, to supply a background against which we view and 
measure the conduct of Achilles when he takes the field. 

It is with this effect in view that Diomedes is characterized 
as he is, and the whole matter of the epipolesis is designed 
as a setting for Agamemnon’s rebuke of him. The poet is 
preparing for his aristeia , and aims at centring attention 
upon him, motivating his special effort to distinguish himself 
(i.e. motivating an aristeia of Diomedes), and incidentally 
touches in his character as he wishes us to see him in what 
follows. Instead of an explicit description he makes an event 
of it, we see his character by his action. Agamemnon, thrown 
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off his balance (as he so easily is) by his anger and alarm 
at the wounding of Menelaus, insults Diomedes gratuitously 
as he had insulted Achilles: 

tov 8' ov tl 7rpoae<pri Kparepos At opijdrjSy 
aldeadels l3a<jL\rios kvnrrjv aidoioio. 

(401-402) 

(“And Diomedes answered never a word, for he reverenced 
w T hat should be reverenced, the rebuke of a king.”) 

To ensure our marking it as something distinctive of 
Diomedes the poet makes his squire, Sthenelus, fire up and 
protest angrily, so that we may hear Diomedes rebuke him 
and expressly declare his respect for authority. And the pre- 
ceding incidents of the epipolesis help to throw emphasis 
upon the point. While the conduct of Diomedes is clear 
enough so far as it goes, if it stood alone, it might be regarded 
as typical of the subordinate chieftains, whereas we are to 
feel that Diomedes is distinguished among them for his lack 
of presumption, for what the Greeks called sophrosyne . So 
the poet points his conduct by contrast, and before intro- 
ducing Diomedes, shows us the attitude of another warrior 
towards a similar, though lighter, rebuke, and chooses that 
one whom we have already seen as the chief support and 
bulwark of Agamemnon’s authority in Bk. II, viz., Odysseus 
(350355). Even this he judged not enough, for it might give 
the impression that Agamemnon talks in this way to any and 
every one; he must show that Diomedes is being singled out 
for insult and therefore has good reason to be aggrieved; 
hence the scene is enlarged to include the specific praise 
Agamemnon bestows upon Idomeneus, the two Ajaxes, and 

Nestor. 
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the preceding section I have indicated the place of 
Bk. V in the essential forward movement of the whole poem. 
But these purposes, are, as ever, achieved casually, incidentally, 
in the course of concentrating the attention on the episode 
for itself It is first and foremost an account of a battle, and 
is constructed to interest as such, and, though for that reason 
modern readers may find it monotonous with its repeated 
dwelling upon the details of the fighting, yet we can recog- 
nize, critically, the care that has been taken to avoid monotony. 
There is constant variation in the kind of incident related; 
dialogue alternates with narrative; the scenes on Olympus 
lighten and break the battle scenes. Also, the handling of the 
battle here is typical of the poet’s method in such cases. To 
make the account of a battle interesting, obviously one should 
represent its issue as at least a little uncertain, it must not go 
all one way. So, though he is here depicting Achaean 
superiority, he varies it with a temporary Trojan success. 
First, led by Diomedes, the Achaeans push back the Trojans, 
and we have a list of Trojans slain. From 460 to 590 die 
batde wavers. Then Hector drives into action, and fortune 
turns in the Trojans’ favour; the Achaeans begin to fall back 
(699-702), and there is a corresponding list of Hector’s victims. 
These two phases are clearly marked and announced, as it 
were, by the gods. Ares, the supporter of the Trojans, is 
ceremoniously conducted from the field (35), a signal to us 
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to look for Achaean success. He returns at 461 and attention 
is called to his return by the formal summons of Apollo. 
Similarly at 71 1 the much more elaborate and dramatic 
entrance of Hera and Athena preludes the swing back to the 
Achaeans. Thus does the poet do all he can to prevent any 
confusion in the expectations of his audience. 

To my mind this bears all the marks of a made-up episode; 
I mean it does not sound like a legend of Diomedes worked 
into the poem; there is nothing here that stands out distincdy 
enough, nothing good enough, to have formed the basis of 
a legend. The deeds ascribed to him seem invented to suit 
the poet's immediate purpose. The most prominent person 
slain by Diomedes is, after all, only Pandarus: otherwise the 
poet creates the impression of great deeds by rolling up the 
list of his victims, by the wounding of Aphrodite and Ares, 
and by the talk of the Trojans. To carry out his intention of 
getting Pandarus promptly killed, he has selected Diomedes 
as the slayer, and since an aristcia of Diomedes is thereby 
suggested to represent the first battle, he contrives as a con- 
trasting pendant to the slaying of the truce-breaker with its 
tragic implications the wounding of Aphrodite, a compara- 
tively frivolous event. 

He very properly draws out and holds the Pandarus 
incident so as to ensure its significance being felt, and he 
makes the second — the Aphrodite incident — grow out of it. 
First he shows Pandarus repeating against Diomedes the 
feat he had attempted against Menelaus. Although there is 
no treachery this time, the poet’s purpose is plainly to recall 
that act to the minds of his hearers. Pandarus, in his talk 
with Aeneas, explicitly notes the similarity between the two 
events (206-208). Diomedes, being wounded, like Menelaus, 
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prays to Athena for strength to avenge the shot; and this calls 
forth the special promise of the goddess (124-132), which is 
the link between the two incidents, for it tells the audience 
what they are to look forward to next. And how shall he 
bring Aphrodite into the fighting? The winding up of the 
first incident is made the occasion for the second. As D10- 
medes, revived by Athena, continues on his victorious way, 
Aeneas, moved by the slaughter he is dealing, urges Pandarus 
to take a long shot at him; and so a place is prepared for the 

subsequent interference of his mother. 

The reply of Pandarus to Aeneas’s suggestion deserves 

notice in itself as illustrating Homer’s method of getting his 
characters to do his necessary work for him. Pandarus is to 
be killed; but as long as he stands at a distance and shoots at 
his opponents, it will be hard to bring Diomedes within reach 
of him. So the poet motivates a change in his method of 
fighting by this delightful grumbling speech which seems to 
come straight from the man’s own heart — because his words 
are characterizing him for us. There is the true dramatist’s 
touch. The man says what the poet wants him to say, but 
he says it in a way that accounts for his saying it. Homer has 
built up an individuality for him from the one circumstance 
that he is to be represented as too discouraged to use his bow 
again, and so his quaint despair at his want of luck leads to 
his being taken up into Aeneas’s chariot, and thus to his death 
and to Aeneas being involved therein, and hence to the inter- 
vention of Aphrodite. 

The incident of her wounding, composed, one would sav 
for the sheer fun of the thing, yet fulfils a serious purpose also 
It helps to establish the impression of Diomedes’ so p hr o sync 
The point is emphasized by depicting him as almost carried 
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away by his success; after wounding Aphrodite, and sending 
her weeping from the field, he still continues to attack the 
wounded Aeneas, although he knew that Apollo himself had 
spread his arms over him; he reverenced not even that great 
god (433-434). Then, at Apollo’s stern warning to remember 
that he is but a mortal (the essence of sophrosyne), Diomedes 
comes to his senses, and withdraws. So, later, he even retires 
from the field rather than meet Ares (596-606, and 822-824), 
and it is only by the express command of Athena that he 

subsequently attacks and wounds him . 

But certainly both these incidents are designed as they 
are, chiefly, to lighten the narrative, to give the audience 
something to laugh at. (He pegs them in their place by 
making them useful also; that is his astonishing way; with 
all his exuberance and careless prodigality of material he 
wastes remarkably litde space. He piles it all in with casual 
hand, anyhow, anywhere, and miraculously it does its work: 
every delay is a step forward. The reader has only to note his 
own emotional progress, and he will see wherein lies the 
soundness of the structure of the Iliad.) I remark on the 
obvious comic tone of the Aphrodite and Ares incidents, not 
because any reader in a natural state of interest is likely to misi 
it, but because there are commentators who choose to take 
them solemnly as an excuse for casting suspicion on the whole 
episode of Diomedes’ anstcia. Such deeds as these, they say, 
would put Diomedes above Achilles in our regard. But as a 
matter of fact they don’t; the rightness of the poets judg- 
mem is proved by the result. Who does place Diomedes 
imaginatively above Achilles ? “The critics, if the, codd 
believe that Homer has a sense of humour, says Shepp , 
“would perceive that Diomedes, with all his bravery and 
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nobility of gesture, is in fact engaged upon a series of adven- 
1 whkh the element of comedy, not tragedy, prevails 
It is indeed an exploit to wound Aphrodite and Ares. But is 
it tragically great? Can it compare for tragic greatness with 
the killing of Patroclus by Hector and the revenge of Achilles 
for his friend ? It is precisely because he must not overshadow 
Achilles that Diomedes is pitted against gods. Because the 
gods in Homer, magnificent as they are, are less serious, less 
important morally, than men. Where the gods intervene, 
except when the main tragedy of Achilles is concerned, they 

generally bring a touch of comedy. 

One would think that the reception of the Aphrodite 

exploit in Olympus makes plain enough the comic intention 

and corrects any disposition to be too much impressed with 

the seriousness of what Diomedes has done (421-425). Athena, 

after watching Aphrodite being fondled and comforted by 

her mother, remarks to Zeus : “The fact is she was urging 

some Achaean woman to follow her beloved Trojans, and in 

stroking her scratched her soft hand on a golden brooch. 

At least the father of men and gods had the grace to smile 

(426). 

In the course of developing the action in which Diomedes 
is engaged, Homer calls attention to the minor figure of 
Sarpedon the Lycian. As we have seen, it is part of his plan 
for the variation of this episode that Diomedes should be 
momentarily checked, and he uses the occasion to bring 
Sarpedon to the fore. The supernatural urgings of Ares to 
the Trojans (464) take a human voice in Sarpedon’s rebuke to 
Hector (471-492), and this is shortly followed by the fully 
elaborated incident of his slaying of Tlepolemus (628-698). 

1 Journal of Hellenic Studies , IQ20, p. 4Q. 



fHE STORY OF THE ILIAD 


54 

We are to see Sarpedon again, and he is being impressed upon 
our memories. Homer has to furnish his heroes with worthy 
opponents without killing off his main characters, and 
Sarpedon is being thus decked out to be a notable victim for 
Patroclus on his great day. Twice he crosses the stage before 
his final appearance, and so effectively on each occasion that, 
when he goes to his death, it is as a well-known and remark- 
able figure. 
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T J[ ' HE aristeia of Diomedes is wound up in this book 

by the incident of his meeting with Glaucus, but, before it 
comes, the preparation for the next episode has begun. The 
poet winds up the aristeia of Diomedes for the simple reason 
that it has served its turn; he wishes now, for the sake of his 
poem and for the sake of the audience, to pass on to some- 
thing different. Oddly enough, it seems necessary to remind 
modern readers that the Iliad is literature, not life, poetry, 
not history; and a poem is always full of artificialities by 
which it is kept to its business as a poem. Homer’s first 
concern is to amuse by a succession of dramatic episodes, and, 
when Diomedes has played the role for which at the moment 
he required him, attention is simply withdrawn from him. 
As the audience forget him in their absorption in the new 
episode, the poem also forgets him . 1 

1 Monro’s note on the structure of the poem here is excellent (vol. I, 
p. 309): “It has been maintained that the Aristeia of Diomede is in 
fact a separate poem incorporated into the Iliad. Such a view may seem 
to be confirmed by the circumstance that the points at which the 
prominence of Diomede begins and ends can be so clearly traced. These 
points, however, cannot be regarded as preserving for us the limits of 
an originally independent poem. The first half of the sixth book ( I -3 1 1 ) 
concludes nothing, and is an integral part of a new episode, the visit of 
Hector to Troy. The real question is, how are we to account for the 
fact that of the three scenes which make up this new episode the first — 
the meeting with Hecuba — recognizes and indeed turns upon the 
exceptional prowess of Diomede, while the other two ignore it? The 
explanation seems to be that the poet was obliged in the sixth book to 
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The battlefield being now left to the mortal combatants, 
the normal superiority of the Achaeans is indicated by a list 
of victims that fall before various Achaean warriors. The rout 
of the Trojans seems imminent (73-75). It is out of this 
situation that the poet creates a motive for the return of Hector 
to Troy and so allows for the staging of the Hector- 
Andromache scene. Now why should he be at pains to work 
in Hector’s farewell just at this point? Is it not too early? 
Would not a more fitting place be just before he goes out to 
his final batde? So far as the actual progress of events is 
concerned, this scene is not needed at all; its value is purely 
emotional, and it is put here because this is where it belongs 
in the emotional march of the poem. It is the doom of Troy 
we are contemplating, and we contemplate it from two 
aspects. That is why the aristeia of Diomedes is followed by 
the Hector-Andromache scene and runs into it. The theme of 
Troy's doom, which has been set forth in the act of Pandarus 
and its retribution, is now restated in a different key, which 
repeats and expands the notes struck at its introduction in 
Bk. Ill, and thus marks the completion of the statement of the 
subject, and makes it touch and pass into the main theme of 
the poem. We have read Troy’s condemnation in the act of 
Pandarus; we have seen it foreshadowed in the spirit of 
confidence that fills the Achaeans and displays itself in 


disguise the want of an 7 definite result, such as could brrng die career 
of Diomede to a fitting close. He had also to take up the narrative of the 
third book and put an end to the situation created by the defeat an 
consequent inaction of Paris. Both these dramat.c r<^unemenu areme 
bv Hector’s visit. At first Diomede * kept m mind, both by ^ naeeung 

.„ 1rv is resumed with the return of Hector and Pans. 
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Diomedes’ anstaa. Now we are to see sorncmmg - — ' 
involved in her doom; having shown the justice of it th 

noet is now going to make us feel the pity of it. But n j 
for the sake If the emotion itself ; its pitihilness is with a view 
to our attitude towards Hector, and therefore towards Achilles. 

The two episodes are interlocked. Before the senes o 
events that constitute the anstaa of Diomedes dies away m 
the incident of his meeting with Glaucus, a new senes has 
begun, a new expectation has been awakened, and not on y 
during the first subject, but out of it. It is because Diomedes 
is continuing his victorious career that Hector goes to Troy. 

But before starting this new interest the poet pauses to 
note the death of one of the minor victims by making 
an extended incident of it (37-65)- Adrestus, while fleeing 
before the Achaeans, is upset from his chariot, and throws 
himself on the mercy of his pursuer, Menelaus. Agamemnon, 
seeing that his brother is preparing to send him a captive to 
the camp, hurries forward and bids him give no quarter to 
any Trojan : “Let not one of them escape death, not even the 
child in his mother’s womb.” (57) A nice example of the 
poet’s sureness of touch in filling in the random details of his 
picture. For this little incident throws into relief, and is 
itself thrown into relief by, the scene of friendship that 
follows between Diomedes and Glaukus, each thus empha- 
sizing the other. Also it has its influence in increasing the 
pathos of the final scene, where there is brought home to us 
rhp sort of thin? that the savage command of Agamemnon 


really involves. 

At this point (77) comes the advice of Helenus and the 
consequent departure of Hector. Of course Helenus’s sugges- 
tion is merely an excuse to get Hector to Troy, and I do not 
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think that we are intended to reflect upon the strangeness of 
Hector’s conduct in withdrawing from the field at such a 
moment of crisis. It is the poet who sends him to Troy, and 
the full and sufficient artistic reason is that he wishes to insert 
just here the parting scene. If the effect is adequate, a reader 
readily forgets and forgives, in a story, a logical sin. The 
trouble is that we have lost our innocence in reading Homer; 
we read him suspiciously, unconsciously judging his artistry 
by the canons of historical enquiry instead of the canons of 
art. We should take what the poet has given us in the spirit 
in which it is offered, and not pause to read into a particular 
act all the implications it would have in real life. His audience 
had no time so to reflect and jutfge: they felt the emotional 
impact of each incident as it occurred, and accepted on the 
authority of the Muse events as they came; so as a matter of 
fact it happened next, and there was no more to be said. The 
poet’s concern with the rationale of the thin g is to preserve it 

enough not to disturb assent at the moment. 

With Hector, then, started on his way and the Trojans 

holding the battle (106), Homer closes the Diomedes episode 
with the scene of his meeting with Glaucus. The incident is 
a lovely and pleasant thing in itself. It lights up the field with 
a sudden gleam of kindliness and the high chivalry that can 
beautify war. There are still other feelings, we are shown, 
stronger than the hate that war engenders, than the implacable 
desire for revenge that Agamemnon has just given expression 
to- the sanctity of other relationships can overrule the bitter 
relationship of foe with foe. The point is established in our 
minds without perhaps our particularly noticing it, but who 
shall sav it has not its soothing effect in the bitter developments 
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i There is as it were, a promise, the sug- 

gesrioTof 0 a“opc, stored lit the mind, watting for f ““ l ™' n ' s 

adjusted to fit it in its place between the wocP»»^ ®" "f 
what it is, it forms a perfect transmon fiom the scenes ot 
battle to that tender p.cture of the love and sorrow of Hecto 
and Andromache. The poet is, as musicians say, modulat g 
into another key to fit his new subject. The battle interest 
fading; we are still on the fighting line, but the scene is o 
of friendship and reconciliation instead of combat and death. 
For the simple reason that the one follows upon the other, 
the hearer cannot help entering upon the Hector-Andromac e 
scene with the feelings aroused by the preceding, and the 
poet, composing with the projected scene in mind, delicately 
harmonizes them. The same feelings are roused, but with 
the emphasis interchanged. In the Diomedes-Glaucus inci- 
dent the main theme is a happy one, fiill of kindness and 
friendship, and ending on a note of laughter (234-236). The 
tale of Bellerophon ( 150-21 1) stiffens this pleasant theme, 
deepens it with a note of solemnity, almost of tragedy. The 
sorrow is remote, concerned with old, unhappy, far-off things, 
but, with its strange preface (146-149) — perhaps the saddest 
and least exaggerated of all sad commentaries on human life 

the story sets up a dark background to the cheerful scene. 

The Hector-Andromache scene takes over the same double 
strain of laughter and tears, but blends them differently. In 
it the sorrow fills the foreground ; it concerns those we see and 
hear. That distant note of menace has come near and grown 


a r\/J 




into the d ominan t strain ; that sad generalization is exemplified 
and r ealiz ed in and by the individuals before us. But through 
it there sounds a reminiscence of the fighter note which pre- 
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dominated in the former scene— I refer, of course, to the baby 
frightened by his father’s helmet, Andromache s miling 
through her tears. In each case the two tones are perfectly 
blended, so as not to disturb the main effect of the whole; 
the deeper tone of sorrow in the first is so generalized, 
referred so far back, that it just invests the happy scene with 
a solemn beauty, that points its significance; die lighter tone 
in the second, far from jarring, adds infini tely to its pathos. 

As for the so-called inconsistency involved in Diomedes’ 
doubt whether Glaucus is a god or man, and his declaration 
that he would not fight with gods, in view of the fact that 
Athena bestowed on him the gift of seeing the gods and that 
he has already fought with Aphrodite and Ares, the sufficient 
explanation is probably that suggested at the beginning of 
this section. The gift has served the poet’s turn; we have seen 
an adequate result of Athena’s special favour, and so that 
interest is satisfied; neither Diomedes nor the poet is to be 
hampered any longer with the burden of the gift. But the 
change is acceptable enough to reason, and various consider- 
ations may be put forward to justify it. Diomedes’ idea of the 
advantage of Athena’s gift was that he might avoid attacking 
a god in the disguise of a man (V, 604-606), and he attacked 
Aphrodite and Ares only because Athena commanded it. As 
to his doubt about Glaucus, it is one thing, we may readily 
believe, to know Aphrodite when you see her, or Ares, and 
quite another to be confronted by a splendid warrior whom 
you have never seen before, and whom you dont recognize 
either as man or god. “As a rule”, notes Andrew Lang, 1 “any 
stranger mav be a god”, and Athena has left the field; who 
knows whether she has taken her gift with her? Diomedes 
has to discover that for himself ; and true to his nature he 

1 Hornet and the- Epic, p. 108. 
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Tees. of die boot b the porf, MUcnph portra.t of 
Hector. Hector b, after AehUles, the chief person of *e poem 
so that we must know him and realize him more hilly th 
the others; he must fill a place in our ^ commensura 

of the P poem. It is not the way of a dramatic poet to describe 
his characters, but to show them. We see them and estima e 
them by what they do, by their relations to other persons. 
And here we are shown Hector in his relations with ant 
therefore to some extent through the eyes of, his mother, Fans 
and Helen, and Andromache. That in itself is significant o 
the poet’s purpose in regard to him; for in such a method ° 
presenting a character, it clearly makes all the difference to 
the readers’ view of him what persons he is shown with. By 
thus drawing Hector in his relations with those who love and 
admire him most, the poet has deliberately chosen to make 
him a sympathetic figure, a figure of splendid nobility and of 

deep pathos. 

This apparendy plain fact has indeed been denied either 
explicidy or implicidy, and we are asked to believe that our 
sympathy with Hector and the Trojans is a misreading of the 
poem, due to our altered standards of value. For instance 
H. V. Routh says 1 : “It is nearly always the Trojans or their 
allies who excite the compassion of the modern reader. 


1 God, Man, and Efic Poetry, p. 51. Mr. Routh seems a little 
inconsistent in thus stressing the modernity of the feeling. For he does 
not deny the intentional pathos of such passages. 
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Neither the fate of Patroklos nor the destiny of Achilles brings 
with it that sense of irony and regret which we recognise, 
from our modern point of view, in the deaths of Lykaon, 
Sarpedon, and Hektor.” Well, Zeus at least, it may be pointed 
out, shares our modern point of view: 


icai yap €70? <rot 5c cKa eKojv a €KOptL ye 6vpta‘ 
at 7 dp vi r’ rjeXiu) re Kai oupapw aaTcpoevri 
paieraovar x6Xt;cs emxtovioji' apd pwirtap t 
TCLCCP pot Trepi KTJpi TLe<TK(TO *IXlO; ipij 
Kai Tlptapos xai Xaos evppe\iaj TLpiapoio. 
oi) yap pot irore ftwpds edevero datros €un;s t 
\otftrjs re Kviarj s re. 


(IV, 43-49) 


(“For verily I grant it to you”, U. the destruction of Troy, 
“of my own free will, though with reluctant heart. For of all 
cities of men that lie beneath the sun and the starry sky, of 
these most honoured in my heart was sacred Ilios, and Priam 


and the people of Priam of the good ashen spear. For never 
did my altar lack fair feast, libation and burnt offering”) 


Thus Zeus, like us, mourns over the fete of Troy; and he 
mourns, too, over that of Sarpedon and of Hector, and from 
his own limited moral standard expressly recognizes the sense 
of the pathetic irony of their fete ( cf. XXII , 169-171} with 
11 . 48-49 of the above passage). And here in BL VI die sorrow 
of Zeus over the destruction of Troy for all its beauty and 
righteousness is dramatically communicated to us the readers 
or listeners; the regret of Zeus is here expressed in terms ot 
our concern with the fell of Troy, in terms, that is, of die 

poem’s concern 

of Hector and Andromache is the goal to which the poem has 
been travelling since the beginning of Bk. UL h ^comes about 
naturally enough through the events that followed the shot 
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what we' have been seemg. TV poet b„ g P ^ 

enlarging, as upper, unn, ofle r JL tl0 n „f 
the course of developing and establisn g Hector 

Troy's doom, suddenly centres them on the thoug 
and Hector s death. Having served thetr other purpo« , 
drey become also the frame for the poet s portrait of He 1 , 

true economy of a dramatic poet, as approved afterwards 
by Aristotle, Homer has drawn Hector’s character just in so 

thr as it is needed for the requirements of his plot- H 
to die, and to die at the hands of Achilles. And it is clearly the 
poet’s purpose to make his death as pathetic, as regrettable as 
possible. In these scenes in Troy we are shown what his 
death involves. It is Hector, the sole hope of Troy, Hector 
surrounded by the love and admiration of his kinsmen, 
Hector bound to life by such dear ties, whose death involves 
the destruction of innocent and happy lives— this is the Hector 
we are made to see. And it is expressed not by comments ol 
the poet, but chiefly through his own intense realization of 
it. We feel through his own words all that life means to him, 
*o that when at last he stands face to face with Achilles we 
know that he is fighting for something more, something 
infinitely more to him than his own life, for when we come 
to that later scene we cannot fail to see behind him, defence- 
less but for him, utterly dependent upon his protection, 
Andromache and her little son. It is for the sake of that later 

scene that this exists and is what it is. 

Hector has gone to the city ostensibly to carry out the 
instructions given him by Helenus. This purpose, though 



04 


THE STORY OF THE ILIAD 


merely a shift to get him to Troy, is not slurred over; in true 
epic fashion the poet reproduces the scene in full, telling us all 
that Hector said to his mother and all that Hecuba did. And 
yet the full attention given to this minor point becomes 
effective by its very fullness: 


*V.s e4>ar' eixovevr}, aveveve be IlaXXds 

( 3 “) 

(“Thus she spoke in prayer, and Athena shook her head”) 


The rude shock of this abrupt dismissal of what has been so 
elaborately described gives us a sharp realization of the hope- 
lessness of Troy's cause, and thus helps to establish the mood 
for the meeting of Hector and Andromache. 

So, too, in a different way, does the visit of Hector to 
Paris's house. Because of it, we enter upon the scene with die 
attitude of Helen to Paris throwing into still stronger promi- 
nence the relations between Hector and Andromache. It 
serves also another purpose. The long day that began in 
Bk. II is drawing to its close, and the pattern of its events is 
rounded off by a recurrence of motifs. The husband and wife 
theme of Bk. VI balances the husband and wife theme at the 
end of Bk. Ill, and our memory of the earlier scene is refreshed 
by thus showing us Paris and Helen again and confirming 
the impression there made of their characters and their 
relation to each other. So, it may be noted now, this is to be 
followed by the second single combat, which, whether 
‘historically’ absurd or not, deliberately continues the rhythmic 
pattern, and the debates at the close of Bk. VII balance those 
m the opening of Bk. II. For this day carries the exposition 

of the whole situation, and the poem thus signifies to the ear 
the winding up of the exposition. 
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It should be noticed that there is no hint in the poem that 
the" nds to stage a meeting wii Andromache before 

Hector’s final words to Helen (365-300). 

*ai yip iAeiaopat, 5 <t>pa 

obcria s iXox 6v « q>L\nv k at v^iov vlov. 
oi yip 0I8' ei Iti iiTrorpoTros ^opaiavTis, 

f, nit] p VITO xepffi 6eoi iapoaxnv Axatwv. 

(“For I Will go to my home, to see my household and my 

wife and my infant son, for I do not know whether I sha 

ever come back to them again or whether now the gods will 
11 Vianrls nf the Achsesiis. ) 


That accordingly gives the note for the scene; it comes to 
us coloured by the feeling which Hector expresses here, it 
comes to us, that is, as a parting scene. This feeling is bo 
Hector’s reason for seeking Andromache and the poets reason 
for introducing her. Their meeting is the culminating 
expression of the thought of Troy’s doom which has been 
gathering through these four books, and it is the point and 

purpose of the whole development. 

Having roused our expectation, the poet tantalizes us by 

seeming to drop his intention. Andromache is not at home 
(371), and Hector sets himself to return forthwith to the 
battlefield. We can amuse ourselves with speculating why 
Homer changed the natural setting of the scene. There is, in 
the first place, the effectiveness of the apparent disappoint- 
ment. Her absence shows too Andromache’s anxiety (note 

the words of the servant— pwopevv — “like a mad 

woman”), and so far motivates her passionate plea. The 

symmetry with the Helen episode of Bk. Ill is sustained; 
Andromache, like Helen there, has gone to the tower to 
watch the battle. And it does, to some extent at least, give 
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the impression of haste on Hector’s part; he is fining what 
he came to do with as little delay as possible. Thus by remov- 
ing the scene from his home to the city-gate the poet helps to 
lessen the resemblance between the conduct of Hector and 
that of Paris, which an ill-natured critic might like to point 
out, and which, perhaps, Paris himself jestingly notes when 
he unexpectedly catches his brother up — (518) ‘Tm sorry to 
have kept you waiting, old man, when you are in such a 

hurry, too!” V paXa Si) <re Kai iaaifitvov Karcpuxai ) . 

The description of Andromache’s entrance is as instantly 
revealing of her relations with Hector as the actual occurrence 
would be on the stage: 


&6 f aXoxos ToXvSojpos evaPrlrj rf\^€ diova a. 


(394) 


running 


’ surprise r c 


We see in the action her relief and deligh 
her anxious search of the battlefield, and are therefore keyed 
to hear her hopeless attempt to forestall a repetition of the 
suspense she has borne. Then, holding the moment of te 
entrance, that we may look at her, die poet formally intro- 
duces her: 

' AviponaxVt £117077) p peyaX^Ttjpos HfTiuws, 

’Hfrud*, 6s Irauf irrd nXcuctp uX^eraj), 

TtotXmIb, KiXUW SpSpeamvavatraav 
tov *ep Si Ovyirn p txe? ’Btropt xaXwKopuarg. , 

(395^98) 

(“Andromache, daughter of greathearted Eetion, Eetion who 
dwelt beneath wooded Plakus, in Thebe under Plakus , rtd i- g 
over Cilidan men; it was his daughter that was the wife of 
zc-ciad Hector. ) 


ttiu 
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So much he tells m here of Andromache's father. The sac 

of Thebe has already been casually mentioned (I, > 

? Chryseis was captured. But *: poet mate 

no reference as yet to its destruction, nor to the fate of Eetio . 
He is keeping 4at for the appeal of Andromache because 
he can Jre make a dramatic point of it. Now, what is the 
dramatic point? Everyone can see that the account is deve - 
oped beyond the natural requirements of her rhetoric, as 
Dryden has, with stupid smartness, pomted out. It cannot e 
supposed that Hector did not know these facts, nor have the 
details she gives any bearing on the main point she is making 
—that she has no one in the world but Hector. So what is 
clear is that the drama of it lies in Andromache s reference 
to Achilles. We see him here, as so often, spreading destruc- 
tion and terror through the land; by the skill of the poet, 
Achilles, though he remains sullenly in his tent doing nothing 
till nearly the end, also stalks through the poem as the un- 
equalled warrior, the sword-point of the Achaean war. 


1 “Andromache, in the midst of her concernment and fright for 
Hector, runs off her bias to tell him a story of her pedigree and of the 
lamentable death of her father, her mother and her seven brother. 
The devil was in Hector if he knew not all this matter as well as she 
who told it him; for she had been his bedfellow for many years together; 
and if he knew it, then it must be confessed that Homer m this long 
digression has rather given us his own character than that of the fair 
lady whom he paints. His dear friends the commentators, who never 
fail him at a pinch, will needs excuse him by making the present sorrow 
of Andromache to occasion the remembrance of all the past: but others 
think that she had enough to do with that grief which now oppressed 
her, without running for assistance to her family. Virgil, I am confident, 
would have omitted such a work of supererogation .” — Dedication to 
Examen Poe-ticum . 
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fjroi yap rarkp apov Afwrart Slot 'AxtXXcfe, 

€k 8e iroXiv Tepacv KlXLxlcv c5 vattrdoi/o’ai'. 


(414-415) 

(“My father glorious Achilles slew, and destroyed the cky of 
the Cilicians.”) 


That is Achilles; but so, strikingly, arrestingly, is this: 

Kara 6' hcravev Hcriwva, 
oi'de ptv e£evapi£e, oefiaaoaTO yap to ye dvpw f 
aXX‘ apa piv icare/cqe ovv evretn datdaXkoiciv 
7)5' €7Tt crrjp (X«P. 

(416419) 

(“Yes, he slew Eetion, but he did not despoil him — die 
reverence in his heart kept him from that — but he burnt his 
body clothed in his splendid armour, and heaped a mound 
over him.”) 


This conduct may not greatly impress us modems. But it 
impressed Andromache. As the Indian coveted his enemy’s 
scalp, so the Homeric warrior prized the armour of his 
opponent. Without it victory was not complete; the attain- 
ment of it, rather than the death of its wearer, marked the 
end of the combat. So that Achilles here in the moment of 
victory gave up his triumph, left the spoils of victory with his 
vanquished enemy. And why? For no reason at all— just a 

generous impulse, as we should say; *&*•**• -yip t 6 7* 
is Andromache’s profounder appreciation of its implications.* 

Through her eyes we catch a momentary glimpse into the 
hidden places of the hero’s heart. And how could it be more 
impressively, more violently, given us ? What stuck in Andro- 
mache’s memory about the man who had made desolate her 
home was his respect for the dead body of his foe. “Such”, 

1 See the fine comment in Murray’s Rise of the Greek Efic, pp. 80-1. 
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says Sheppard,* ^ 

Btoh’*, his ; body in the dust; 

That is the pote; the poet that 

wm^eto its prontised biossom » *« S » 

tog Se drought of Achilles’ ^ in duec. asmera .on 
with those whom it is to concern most both in its trag 
vroktion and in its final triumph, and related unmedrately^o 
Andromache's fear of Hector’s approachurg death? The 
thought* of his death is set in apparently accident J 
position with thoughts drat will be 

when it occurs. And is not the conduct of Achilles the m 
noticeable because we have just witnessed Agamemnon 
mercilessness to Adrestus ? And does it not give a doper 
relevance to the Diomedes-Glaucus episode by hinting already 
that in Achilles as in Diomedes there are feelings that over- 
rule and soften the pitilessness of war ? This is not to claim 
that those passages were put in with a view to this, but recor s 
the fact that when it comes they fall also into pattern with it. 
The emotional pattern of the poem grows by an infinity ot 
little patterns that weave and interweave into each other, ever 

discovering new centres, new pertinences. 

In Hector’s reply to her appeal (441-465) we hear the 

authentic voice of the heroic age. Through these words so 
simply and naturally spoken the sorrow of Hector and 
Andromache becomes more than their own sorrow, more 
than the sorrow of Troy; it is the universal sorrow of man 

1 Pattern , p. 58. 
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facing the destiny on which he must build his conduct and 
within which he must make a value for human life. Hector 
knows that fighting is useless, that, whatever he does or does 
not do, Ilios will tail, and his family and his people be de- 
stroyed. His position is an extreme and bitter instance of the 
common lot ol human kind, as these heroes saw it. They are 
all fighting in a hopeless cause, for they and their generation 
will pass away and be of no more account than the leaves of 
the forest. What men do in the long run comes to nothing. 
They simply live and die, and there is no point or purpose in 
it all. And Hector, faced with the fact as an immediate 
pressing reality, gives the answer of them all. He confronts his 
destiny without fear or resignation' or revolt. This knowledge 
can make no difference to his conduct, though of course it 
does to his happiness. There is no hope, but there is no 
despair. 

dXXa pa\* aiv arc 

a L6iofj ai Tpd'as jcat Tpuadas t\K€ciTe*\ovs, 
a I K€ taws Poctpiy dXucrxdi'w xoXcpou). 
oi'dk pe Ovpds avoryev, exei pd 6ov eppevai ta6\6s 
aUi ko.l ~ pa - tout i per a Tpoxcoi paxeadai, 
apv i 7 i€J’Os xarpos re pkya kXcos 176 ’ tpov atrroD. 

(441-446) 

(“I honour too much the respect of the men and women of 
Troy to shrink away from the battle like a coward. My own 
feelings too forbid it, seeing that I have been taught to be 
valorous always and that my place is in the forefront of the 
Trojans, to add to my father’s great fame and my own.”) 

That is the simple creed of the heroic age. The hero is very 
far from being the master of his fate, but one thing there is 
that is his — the power to make his life glorious. Because it is 
all that a man has and is, because it is brief and uncertain 
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and death ends all, man has the °PP°'“ n ‘^ ‘° k “ it '[I,,,, 

life into a splendtd thing by his ““rage m n g 

man htmself imposes a value upon life, and he c eat 

the very datng that robs « of value^ He heats 

victory by making it the servant of his ,, words 

in Bk. IV (164-166) and, being so, bring back to J 

L, former scene to reinforce the effect of this one. There 

spoken by Agamemnon beside the wounded Mene 

righteous 7 wrath ; the fate foreseen was the just retribution for a 
dastardly act. Here their repetition in the new context bangs 
the fact home to us in a new light. We see what the ^em 
of that just sentence really means. Troy is no longer just the 
treacherous enemy, whose destruction is altogether virtuous 
and desirable ; it is Hector and Andromache and their little 
son. Also, that former scene rising before us in his words 
makes us think the thought that is troubling Hector s mind 
the broken truce and the consequent curse upon his country s 
cause; and thus this scene becomes the culmmating expression 
of the significance of Pandarus’s act in Trojan despondency, 
and focuses to the dramatic purpose of the poem the thought 

of Troy’s certain fall. 

The deliberate tenderness of the picture the poet has drawn 
in the passage 466-484 can hardly be denied, and warnings 
against sentimentalizing Homer by ascribing to him the 
feeling he happens to arouse in our modern hearts surely 
stultify themselves here at least. Andromache’s smiles and 
tears express exactly the emotion the passage arouses in us, 
and it is absurd to say that the poet who recorded them was 
unaware of the exquisite tenderness we find in his description. 
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It is, I suppose, the perfect and unaffected simplicity with 
which he describes the scene that enables him to strike so 
obvious a note of pathos without sentimentality and without 
loss of grandeur. There is no straining to be pathetic, and 
no straining to be restrained. He just tells what we might 
have seen, had we been there. And what is it for? For one 
thing, I think, to give to us, as the actual occurrence did to 
Andromache, relief from the painfulness of the scene, and in 
the same way. Also, paradoxically, with the relief, a deeper 
pang of pity, from the glimpse it gives us of another aspect 
of Hector. It is his father’s helmet the baby is frightened of ; 
once it is laid aside he recognizes and goes to him willingly; 
Hector the warrior the baby has never seen, but Hector he 
knows well. A little touch that goes straight home to the 
heart, and, more than that, plays an integral part in shaping 
the eternal significance of the farewell scene . 1 

The poet formally dismisses the episode with the same 
thought with which he introduced it. Andromache returns 
to her house, ivTporaX^oaivv , — “looking back again and again”, 
and sets her handmaids lamenting for Hector; 

ov yap piv cr' epavro v^orpoirov €«? toXc/ioio 
I feotfai, TTpcxpvyot'To. pkvos kjli x*lpas Axaiwy. 

(5OI-502) 

(“For they did not think that he would come back any more 
from the battle, escaping the fury and hands of the Achaeans. ) 

The curtain is thus rung down on this inner scene, and we, 
like Hector, must return to the battlefield. 

1 La-celles Abercrombie {Idea of Great Poetry , pp. 46 and 47) in 
h - of this scene notes the point, and ends “Homer has there 

fcuHimcd and compacted into a single living moment the whole 
lamentable, infinite splendour of man’s courage. 
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a ECTOR must return to the battlefield (the fare- 
well scene requires it) and therefore the description of the 
batde must be in some way resumed. The poet mig t 
have dismissed this necessary battle in a few lines and 
brought it to an end by the coming of night. But to do so 
would have too obviously flattened the effect of the parting , 
emotionally we are expecting to see Hector do something 
notable on his return to the field, and it was a right artistic 
instinct to build some sort of incident around him. For his 
own good reasons Homer has put the farewell logically too 
early, and endeavours thus to satisfy for the moment e 
expectation set up by it. He is, as so often, covering up con- 
structional difficulties. The character of the incident chosen 
has been much criticized, principally on the grounds of its 
historical credibility; would the Achaeans, in view of what 
had happened in connection with the first duel, have con- 
sented to a second on the same day ? Probably not, and 
therefore, if the improbability is very striking, its insertion 
is so far a weakness; at its worst it is no more than that; it 
is certainly not an incredible and ruinous flaw that must be 
got rid of to save the sanity of the poem, as Leaf pretends to 

believe . 1 

And one can see that, apart from the question of historical 

1 Commentary , Introduction to Book VII. 
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probability, this incident of the second duel fits admirably in 
its place, and serves exactly the poet’s evident purpose of 
winding up the events of the day and his exposition. As the 
account of the battle must be resumed, he describes it by 
means ot an event which enriches and enlarges his poem 
with another story; this story makes a sharp and telling 
contrast to the immediately preceding incident in that it 
shows Hector as warrior and pitted against a first-class 
opponent, and thus also satisfies sufficiently the expectation 
set up by the farewell scene. In that it has no effect on the 
sequel, concludes with itself and dpes not leave us waiting for 
die consequences, it forms a natural termination, marks a 
pause in die movement of the poem. Also, as I have noted, 
it continues the rhythmic pattern; the drawing in of the 
events of the day is formally indicated by a return of the 


motifs with which it began. 

Homer’s art. of course, is accommodated to the require- 
ments of his own audience, and therefore cannot be expected 
to satisfy in all respects our more sophisticated standards. We 
must at least be ready to allow for the fact that, as Andrew 
Lang says, 1 “Homer was composing for an audience of eager 
warriors, not for a public of professors poring over his work 
with spectacles.” That audience wanted stories, and especially 
stories of fights, and would not, we may surmise, be as 
exactinglv critical as ourselves of the way they were brought 


The subject is announced through the conversation of 
Athena and Apollo (24-42). Here, as so often, the poet uses 

1 See his sensible comment on the whole point in Hormr and the 




1 17-19- 
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gods to tell his audience what he is going to do, and explains 
what the episode is for. 

VVV fj.ev 7 ravc(a;j.€v 7 roXepov d^tOTTjra 

arifiepov. ( 29 - 30 ) 


(“Now let us stop the fighting for today. ) 

The incident is just to fill in the rest of the day without 
changing the situation. And he shows excellent judgment 
not telling us this time how the fight is going to end ; the god 
merely plan to get Hector to make the challenge (38-42), the 
issue is left in doubt (except indeed for the assurance 
Hector is going to survive). Elsewhere his practice is differen , 
the gods announce what is to be the upshot of the various 
moves. That is clearly because the interest on those occasions 
lies in seeing the destined end approaching. But this, having 
no significance beyond itself, is contrived to provoke interest 
just as an incident. The poet bends his efforts to making it 
exciting within its own limits. For the hearer, who has no 
inscribed titles before him, the name of Hector’s opponent is 
not revealed until line 183, and all that precedes it is an excel- 
lent example, on the small compass suited to the story, of the 
poet’s adroitness in prolonging suspense. The silent conster- 
nation that falls on the Achaeans on hearing the challenge 
(92), besides directing the interest in the projected channel, 
conveys briefly, dramatically, the impression of Hector’s 
prestige. Then we are offered the suggestion of Menelaus as 
his opponent, which is rather disappointing as we have already 


seen him in just such a combat. Agamemnon intervenes— a 
happy intervention, so natural, so pleasing as recalling that 
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deep affection for his brother which he has shown before 1 — but 
the purpose of it is just to hold off what we want to know. 
Nestor, indignant at their hesitation, rises, and it is with some 
humour, surely, that Homer makes us now listen to him 
telling the story he had not time for earlier in the day 
(IV, 319). Then, what an array of names he gives us to guess 
from! (162-168) Nine of them; these are practically narrowed 
down to three, by the prayers of the onlookers, to sharpen the 
interest (179-180); and in the sentence that announces the 
result of the lottery the name is withheld till the last word: 

5’ edop* K\rjpos kuvctjs, ov. a p' rjfleXoi' a vtol, 

Xlavros. 

(182-183) 

(“But leapt the lot from the helmet which they themselves 
wished, that of Ajax.”) 


The termination of the fight by mutual consent, with 
honours even, makes a good contrast with the earlier duel, 
and is in itself entirely satisfying— -we have had a good fight 
between two of the greatest warriors, and have lost neither. 
The courtesy of the exchange of gifts recalls the pleasant 
scene between Diomedes and Glaucus; the glow of that 
chivalrous episode is still hghdng up the batdefield; the 
tone is right for the coming armistice. And certainly a reader 


Pope's note U loc.: ‘'The poet everywhere takes occasion to set 
the brotherly love of Agamemnon towards Menelaus in the most agree- 
-blc light- when Menelaus is wounded, Agamemnon ,s more concerned 

■ K ,~ he; and here dissuades him from a danger which he offers imme- 

jucr to undertake himself. He makes use of Hector’s Mp*" 
to bnng him to a compliance; and tells him that even Achilles 

i m , engage with Hector. This is not true, but only the affection for 

; the honour of Menelaus; for it will be no disgrace to^tm 

■ , i. ,, encountering a man whom Achilles himself is of. Thus 

, . ;.,at v provides for his safety and honour at the same time. 
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, feeU the contrast with the next single 

who knows the poem nether and greater warrior 

combat in which Hector engages another and grea 

while, as here, both the hosts tokojjj dramat ieally, 

a pause l the movement of his poem by a pause m Ae actmm 
Achaeans and Trojans field expresses 

next act. Nestor proposes to the Achaeans (3 7 If-) 
request for an armistice and the building of the walk 

simultaneous decision of the Trojans to ask £ “ 
grows out of Antenor’s proposal to restore Helen m accond 

ance with the terms of the morning s duel (345'353) • P 
thus in the course of arranging the truce which signalizes 

the artistic pause in his poem reminds us in express terms of 
the ultimate rights of the quarrel. Without marring the 
emotional effect of the Hector-Andromache scene he is correct- 
ing (or trying to) the possible consequential bias in our 
judgment of the main issue. We are to be against Troy to the 
extent of acquiescing in the justice of her doom, but with 
Hector. So the guilt of Troy is here emphatically restated, 
and, so to speak, re-enacted without Hector. He takes no part 
in the debate nor indeed is mentioned in connection with it. 
Thus we launch out into the development of the story with 
the sympathy deliberately aroused for Hector unimpaired and 
with our judgment (so far as the poet can make it) unwarped 
by this sympathy. At the first introduction of this theme 
Hector dissociated himself from the guilt of Paris; at its close 
Paris’s guilt and Troy’s complicity in it (as represented by 
Priam’s tacit support of Paris) are sharply separated from oui 
feelings for Hector. 
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As he has now a breathing-space from the forward sweep 
of the action, the poet seizes the opportunity to run up hastily 
the necessary wall before the Achaean camp. No doubt, 
historically, so to speak, the Achaeans built their defences 
years before, but Homer is telescoping events of these years 
to bring them within the range of the presentation, and this 
is just the place to call attention to the wall. It is soon to figure 
prominently in the fighting, and its presence is required in 
the next incident. He is setting the scene, arranging the 
properties. Like a good dramatist, he does not heap together 
his preliminaries at the beginning and expect his audience to 
remember and sort them out as required, but explains a past 
event when a knowledge of it is going to be needed. And 
anywhere else an account of the building of the wall would 
be an interruption. Here, since the action pauses, there is an 
interval, and he fills it up by describing this necessary pre- 
liminary event. Because he needs the wall, and has had no 
occasion to mention it before, he builds it here and now before 


our eyes just before he is going to make use of it, without 
caring much, perhaps, for fully motivating the building of it 
though it does seem to me effective as a material symbol of the 
change of mood that is coming over the combatants. 

It is contended that the wall is both present and absent in 
the fighting that follows. If that is so, it merely shows that 
Homer takes advantage of his audiences blindness to the 
scene, to suit his momentary convenience. Such a practice is 
not unknown even in Shakespearean drama, where the un- 
local lzed, unpropertied stage offered the same^ freedom to 
ignore obstructions built only in the imagination. 

i See H Granville-Barker: Prefaces to Shakespeare, Second Senes, 
pp. 9 and 10, on the wall outside the Capulets’ orchard, Romeo arU 

Juliet , Act II, Scenes I and 2. 
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Homer likes to describe, when oppornm^ ofe events 
the tee captivity of Andromache by the natural I and mos 

IT disturbing thought in his mind. So here, Zeus in reply 
to Poseidon’s angry outburst (445 ff. ■), foretells the su seq 
detraction of ffe Achaean wall. The poet includes his 
literary notes in his poem, perhaps with no further purpose 
L L enrich it with more anecdotes, but these glimpses 

into the future, like those into the past, do seem effect! 
as widening the perspective of the action, enab mg us 
see beyond its bounds forward and back down the long 
vista of the years. As the similes increase the spaciousness of 
the poem by leadmg us out into the world beyond the battle- 
field, so the allusions to past and fiiture place the action in a 
wider temporal environment. Life is felt to be going on 
round it and apart from it, after it and before, and this 
placing of the story in space and time, casual though it may 
be, does help to give it reality, and to deepen its import. 
Whatever may have been Homer’s conscious motive, the device 
became an established feature of the epic tradition. Every 
reader of the Aeneid knows how magnificently Virgil used 
the device of prophecy to make explicit the larger significance 
of his poem. This little passage is perhaps the germ of that 
great development, and while no such profound artistic 
purpose can be ascribed to it, it is surely not without intention 
that it repeats the thought of the transitoriness of human 
effort, showing us in a vivid picture how the waves of 
oblivion overwhelm and wipe out each generation s eager 
achievement. Zeus says to Poseidon: 
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or av avre Kapr} tcopowres Axaioi 
oixcovrai avv vrjvvi 91X77? es TarpiSa y ala?, 
retxos avapprji;as to pev els aXa Tra? JcaraxeDcu, 
arris 5 ’ rj'iova peya\rjv ypapadoicn KaXtycu, 
o:s Kev roi p'eya reix°s apa\dvvr,Tai ’Axtuco?. 

(459-463) 

(“When the long-haired Achaeans shall have gone again with 
their ships to their native land, break up the wall and sweep 
it all into the sea, and cover the wide shore again with sand, 
that not a trace of the great Achaean wall shall remain for 
you. ) 

Once more our thoughts are made to travel down the gener- 
ations, and we see a time when not only Ilios shall have 
perished, and Priam and the sons of Priam, but when every 
trace of her conquerors’ mighty effort shall be obliterated 
and their glory as if it had never been. And this vision of the 
coast restored to its original loneliness is immediately succeeded 
by a reminder of what it looks like now, crowded with eager 
life, and the sea beyond dotted with ships busily plying to and 
fro (466-475). The short range of men’s hopes and fears, the 
essential momentariness of the present and its concerns, are 
thus directly brought home to the imagination in a scene, by 
setting the picture of the Achaean host, busy at their feasting 
and with their thoughts intent upon the morrow, against the 
background of the long view of the indifferent gods calmly 
contemplating the time when all signs of this great event 
shall be obliterated. Thus the incident of the building of the 
wall, flung in as chance offered, briefly and hastily, to fill m, 
apparendy, the pause in the acdon, recalls the thought already 
associated with Troy and its fate, and draws the whole of this 
long development together, making it, besides the exposition 
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of the story’s environment, the setting forth of the emotional 
environment in which the poet saw his story, and in which 

accordingly we too see it. 

It is an effective trick to let the audience hear, as this part 
of the poem ends, the rumble of distant thunder (478-479 ) } 11 
is the sound of the next day’s battle, and, as such, an entice- 
ment to the audience to come back and listen, a stirring o 

their curiosity to turn, as it were, the page. 

I have called this part (that is, from Bks. II to VII) the ex- 
position, and such it is, though it is exposition disguised. The 
story has in fact been waiting while the poet gives us infor- 
mation, but he has imparted it casually by amusing us with 
stories that seem to have carried us on in time. The listener 
has been beguiled into feeling that events have progressed; 
it is the critic, the reflective reader, who sees that the story o 
the wrath of Achilles has not moved from the situation in 

which it was left at the end of the first book. 

So far as mere information is concerned, we have been told 

why the Achaeans are here, how long they have been here, 
the two forces have been paraded before us, and have shown 
too their relative fighting value; we have become familiar 
with the prominent Achaean heroes, both personally and as 
warriors, and on the Trojan side Hector, Andromache, Priam, 
Paris, and Helen are now, to say the least, distinct person- 
alities. We have been shown the powerful gods at work behind 
the scenes and where their sympathies lie. Besides this, the 
stage is being prepared for the wrath of Achilles. We have 
watched Zeus decree the fall of Troy; we heard in the first 
book his promise to Thetis, and have now seen the man 
through whose agency, it is clear, that promise will find its 
fulfilment, and whose fall must prelude the fall of his city. 
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And Achilles himself — has he been forgotten? In one con- 
nection or another his name has kept appearing, so that we 
get the impression of a long absence from the field. In his 
absence the poet keeps him present in our minds by showing 
h im present in the minds of the Achaeans and the Trojans, 
as a hope and a dread. And surely it is an effective bit of 
preparadon for the next meeting with him (to look no further) 
that the last extended mendon of him should call sharp 
attendon to the queer incalculable mercifulness of the man. 

In all this it is pure exposition. But what I have been 
trying to suggest is that, besides managing to impart necessary 
information in a skilfully unobtrusive way, besides using it as 
an excuse for including episodic stories, he has made it all 
integral to the development of the emotional plot. The events 
related here are not as events part of the story of Achilles’ 
wrath. Plainly that story could be told without including the 
duel between Menelaus and Paris, the wounding of Menelaus 
by Pandarus, the exploits of Diomedes, Hectors farewell to 
Andromache. Nor is any one of these the cause of any event 
that takes place later. The story of Achilles has its own chain 
of causation, and these do not touch it. But they are vital in 
another and more important way. They constitute in the hill 
sense the setting of the story, that is, they affect not what 
happens in the story but our feelings about what happens in 
it The moods and thoughts stirred by this series of events 
are to meet and modify the moods and thoughts roused by 
the later events. The poet paints on the mind the preparatory 
colours which, when blended with those he plans to use will 
produce exactly the desired effect. They supply ingredients 
essential in creating the emotional context in which we receive 

the events which follow. 
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T I ^ HE new day begins with an assembly of the gods. 

Zeus announces, mdirectly, that he is now gorng to ake 

charge, and with threats forbids the other gods and goddesses 

to interfere in the batde. Though there is no mention of 

i is return- 


achinery 


Thetis, no hearer could have a doubt that the poe 
ing to Achilles and his story. Through the divme 
the plan of the poem is kept clear. We know what the 
jSouXi) At6s is, so that his command here that the rest are to 
stand aside is the poet’s announcement to his audience that 
for the time being digressions are over, and that the situation 

started in Bk. I is going to be developed. 

This is one of the few occasions in the poem where it may 

be said that the poet hurries his action, and the reason is plain. 
The defeat described here is merely preparatory to the sending 
of the embassy. It is not the defeat promised in Book I. The 
events which the poet has designed as the fulfilling of 
Achilles’ prayer, that terrible series of events so tragic to 
Achilles himself, cannot begin until he has committed the 
fatal blunder of refusing reconciliation, for they are to appear 
to flow from that. This is merely to bring about the appeal to 
Achilles, and in describing it the poet has in mind the effect 
of the real defeat to come. As Leaf expresses it: 1 “It is in- 
serted here not for its own sake, but simply to form an intro- 
duction to Bk. IX. When it was decided to introduce the 

1 Companion, pp. 1 59-160. 
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poem of the Embassy to Achilles, it was clearly necessary to 
duplicate the defeat of the Greeks. It was only after a Greek 
defeat that the embassy could be sent to ask Achilles to relent. 

. . . As a whole it is clear and consistent. . . . The chief fault 
to be found with it is the want of sufficient explanation for 
the changes of the battle, which are brought about by repeated 
thunderings on the part of Zeus, not, as in the best parts of 
the Iliad, by the death or wounding of prominent Greek 
heroes. This means is in fact forbidden by the conditions 
under which the book was composed; for all the prominent 
Greeks have to be reserved for wounding in XI.” Exactly; to 
motivate the embassy he must picture a defeat; but must not 
use up either the persons or the interests of the real defeat 
that is to follow. He therefore takes the quickest and most 
obvious course to bring it about; Zeus simply sends a panic 
upon the Achaeans. But, at the same time, he must not appear 
to scamp it; he must impress the fact of defeat upon the 
imagination of his audience firmly enough to make them 
ready for the embassy, and he must, as always, interest them 
by his method of impressing it upon them. Again, then, 
personal incidents must be invented, for the double purpose 
of providing the transient interest and of showing the state 
of mind that issues in the appeal to Achilles arising in the 
breasts of individuals. Accordingly we do not hear only 

dap^rjaa v, Kai iravras M x^upov &eos tl\ev. 

„ (77) 

(“They were dismayed, and pale fear seized them all.”) 

but we see Nestor and Diomedes and Odysseus in the midst of 
the panic, and realize that very literally the fear of God has 
been out into the hearts of these men, and of Agamemnon, 
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and the rest, who are to face that nigh, the prospect of the 
“"^bullying tone Zeus assumes in issurng his conm^ 

exclude their helping the Achaeans with advice (31 37); 

Hera (2.8), which, like drat of the Trojans m Bk V g. 
the account of the battle a centre to p.vo. on; and, « jh' sam 
time in Zeus’s bland reply, which in effect gives his assent to h 

suggestion, the poet reminds his hearers of Thetis, as p am y 

as the dramatic situation allows. » - « 'f •»'»" 

(“I don’t really mean it”), Zeus says confidentially to Athena, 

only not telling her that the plan is not his own. The poet is 
at pains to prevent any possibility of misunderstanding with- 
out breaking his dramatic picture, remmdmg us that Zeus is 
acting on the promise to Thetis, and that therefore what he is 
now going to do does not represent his serious intention in 

regard to the outcome of the war. 

Likewise, in the “golden scales” passage (68-74) he is 

indicating to his audience what is to be the immediate goal 

of their expectations : this battle is to go against the Achaeans. 

As before, he dramatizes his announcement, translates it into 

action. Zeus has driven down in state to Mt. Ida to direct the 

battle. We see him seated at his ease watching the unconscious 

combatants struggling in all good faith on the field, and we 

wait to see him strike. The moment of his entrance into the 

fight is thus effectively delayed, and then effectively signalized. 

The poet turns his prefatory note of explanation into a 
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dramatic picture arresting in itself; that is all, and it is idle 
to worry the passage for Homer’s belief about the relations 
between Zeus and destiny. It is merely expanding the state- 
ment that Zeus “tilted” the batde in favour of the Trojans into 
a literal picture of his doing it; a metaphor strays into the 
narrative and takes its place there as an event. Homer’s use of 
the gods is, I think, purely poetical, i.e. his statements about 
them are dictated almost solely by the needs of the poem, 
and not the poem adapted to fit his religious beliefs. 

The incidents of the battle are contrived, as always, for 
liveliness and variety, and are adroitly arranged to run into 
and lead to each other. First, Nestor is shown in difficulty 
with his chariot (80) as one of his horses has been shot, and 
by introducing Diomedes as his rescuer the poet manages to 
involve him in the panic without depicting him as panic- 
stricken. For Diomedes is refusing to play the poet’s game 
and join in the required flight. However, the wisdom of 
Nestor saves the poet’s plan, without besmirching in our eyes 
the gallantry of Diomedes. When Zeus’s thunderbolt falls 
immediately in front of Diomedes’ horses, Nestor takes the 
matter into his own hands, and simply drives Diomedes off 
the field, followed by shouts of derision from Hector whom 

he was about to attack (161-166). 

Hector’s tremendous excitement, as expressed in his two 

exhortations— to the Trojans and to his horses (I 73 -I 97 ) - 
the dramatic communication to the hearer of the sensation of 
what is occurring. We have not seen the two forces fighting 
often enough to realize fully for ourselves the starding nature 
of the Achaean panic, so that the poet tries to impart the 
“feeling” of it through the infection of Hector’s excitement. 
He is drunk with a sense of power, the realization that 
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the luck has suddenly, inexplicably, turned, and sure ^ ^ 
exhilaration of his words carries us with him so that we 
feel for the moment that he will, if he is quick, outstrip his 
poetic destiny and, before the story has time to stop him 
indeed fire the ships and slay the Achaeans ; and the boisterous 
gaiety of his address to his horses, by expressing his own 
exhilaration, catches and heightens the excitement in our 
minds as we cheer him on to his expected triumph. Sure y 
only Andrew Lang’s despised audience of professors would 
pause to worry about the probability or advisability of ad- 
ministering wine to horses; all others doubtless recognize in 
the humorous exaggeration of Hector’s reference to Andro- 
mache a reminiscence of the affectionate, intimate tone of 
the farewell scene. It is by such light and apparently casual 
touches that Homer carries forward the effects he has gamed, 
and ensures their not dying out of our minds. It shows us too 
how the thought of Andromache is constantly with Hector 
(as indeed it must now be with us in connection with him), 
so that, when the time comes and he waits alone outside the 
Scaean gate for Achilles, we are th i nking the thought that he 

tries to smother. 

His boisterous spirits and confident boastings are more 
than Hera can bear— 


(T€l(tclto 5’ eivi #povw, eXeXi^e bk paxpoy 0 XvpTroy 

(* 99 > 

(“She rocked in her chair, and made great Olympus shake”) 

— and she tries to persuade Poseidon to head a revolt against 
Zeus’s command. As nothing comes of her attempt, why was 
it introduced at all? Surely to stress the opposition of the 
other gods and so make us feel that it is going to be difficult 
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for Zeus to prevent them from spoiling his plan, especially as 
they are so much in earnest, and he, as we are immediately 
reminded, is but half-hearted in the business. We see pleasant 
possibilities of clashes ahead, which of course are to be 
realized. This little incident foreshadows and prepares the 
mind for Poseidon’s and Hera’s almost successful attempt to 
overturn the destined course of the story in Bks. XIII and XTV . 

Here, however, Poseidon curtly refuses Hera’s proposal, 
and she for the moment dares do no more than avail herself 


of the concession won by Athena to stir Agamemnon to action 
(218). It is not much that he does— only reproaches for his 
army and a despairing prayer to Zeus — but it serves to intro- 
duce the rally of the Achaeans, which thus appears to issue 
out of the two preceding incidents. Nor is Zeuss com- 
plaisance left unaccounted for. Agamemnon’s appeal touches 
his heart, and one feels that it is the shadow of his pity that 
passes over the field in the brief stand of the Achaeans. Of 
this rally a subordinate person, Teucer, is made the central 
figure, which thus scales it down imaginatively to the propor- 
tions proper to this whole series of events. > 

With the wounding of Teucer the effect of Zeus s half- 

relenting passes, and the rout of the Achaeans is renewed. 
The descent of Hera and Athena to their aid, being described 
in the same words as that in Bk. V, rouses the expectation 
that the sequel is going to be repeated, that they are again 
going to change the face of the batde; wherefore their hasty 
retreat, at the command of Zeus, is an effective surprise just 
because it is so feeble. But also it leads directly to and moti- 
vates the next incident: Zeus, returning to Olympus as the 
day ends, is amused to note the offended mien of the two 
goddesses whom he has just sent scurrying back from the 
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field, and he cheerfhlly remarks that they were wise to get 
away so quickly. In reply to Hera’s very moderate protest, he 
in order to taunt them fiirther gives them a further glimpse 
of what they will yet have to put up with : 

^oOs di) icai pd.\\ov virtppevta Kpovluva 
o\j/eai, at k’ tdthyoOa, £owins ttotv a Iipri, 
oWvvt' 'Kcyelwv irovXvv arparou a.iXM Ta uv 
oil yap -rrpiv lroXtpov aTTOTravaerai oppipos Ektojp, 
irpiv opdai trapa vav<t>i vodtjsKea Il^Xt/cji'a, 
rtpaTL rai ot olu oi piv ere irpvpvriiTL pax^vrai 
oTfivu kv aivorarw wepi UarpoxXoLO davovros. 


(“At dawn you shall see, if you will, my lovely lady Hera, the 
mighty son of Cronos making still greater havoc of the host 
of Argive spearmen; for Hector shall not cease from battle 
until the swift-footed son of Peleus rise up beside the ships on 
that day when they shall be fighting at their sterns, in direst 

straits, around the dead Patroclus.”) 


That again is the poet telling his auditors what is to come. 
And spoiling the interest? By no means increasing it. They 
know now that something decisive is at hand and can watch 
the events that follow shaping towards the destined end. 
Think what this knowledge means for the appreciation of 
Bk. IX. Unless the audience realized what Achilles was 
preparing for himself by his rejection of Agamemnon’s offer, 
that scene would lose for them a great part of its tragic effect. 
And no more information is given here than is necessary to 

invest it with ironic significance. 

The end of the book is designed to emphasize the novelty 
and importance of the present situation of the combatants. 
The great new fact is that the Trojans are encamped upon 
the plain, they hold the ground that they have won. We 
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must not merely know the fact, but feel its significance. In a 
word, the poet has expressed the Achaeans’ need of Achilles 
in a scene. And this scene he impresses on us in two ways: 
first, by the speech of Hector (497-541), which rings with the 
sense of impending triumph; all he is afraid of now is that 
the Achaeans will try to get away during the night; he is so 
convinced of the significance of their encamping on the plain 
that we cannot miss feeling it too; secondly, by that vividly 
drawn picture of their bivouac, which, whatever its effect on 
its first audience, has stamped the scene unforgettably on the 
memory of the world. 



BOOK IX 



GAMEMNON hastily summons an assembly, and 

in all sincerity this time proposes immediate flight. The 
despair of Agamemnon seems exaggerated and out of propor- 
tion to the check which his army has received”, comments 
Leaf 1 , apparently not noticing that he has been anticipated in 
his objection by Diomedes. For that is the point; the situation 
is not yet desperate, but Agamemnon is, which two facts 
account for what happens— Agamemnon’s abject surrender 
and Achilles’ uncompromising refusal. It is solely Agamem- 
non’s mood that matters here, not our estimate of the danger, 
nor the army’s; we must be convinced that his state of mind 
is such that he will go to any length to win back Achilles, so 
that we may realize that what Achilles rejects is not just 
reasonable atonement, but any atonement at all. And 1 do not 
think Agamemnon’s conduct comes as a surprise. We have 
been prepared for it by what we have seen of him before, and 
those occasions are here deftly brought back to mind to 
support our expectation. He has already shown that he 
tends to lose his head in a crisis (this impression is steadily 
maintained in the sequel). There was his stupid handling ol 
the situation at the beginning of Bk. II when, hesitating 
between his foolish hopes and his fears, he chose an obviously 
inopportune time to test the army by proposing flight. The 
recollection is enforced by the convenient epic device of 


1 Companion, p. 172. 


QI 



THE STORY OF THE ILIAD 


92 

repetition. The king harks back to his former words in 
making his present proposal ( cf 17-28 with II, 110-118 and 
139-141. When spoken before, they were followed by the wild 
rush to the ships. This time oi 5 ’ apa iravTes a.Ki)V tykvovro (J tcoTTg 

(29) (“His words were received in silence”). The contrast 
brings out well the feeling of the army now. Then when 
Pandarus had broken the truce by shooting Menelaus (in 
Bk. IV), Agamemnon was pictured hurrying about, indis- 
criminately praising and blaming his subordinates, in a fluster 
of fear and anger. That occasion Diomedes explicitly recalls 
in his outspoken criticism of the king’s pusillanimity (3 2 if-)* 
Diomedes voices the feeling of the army— 

*O s ld>ad\ 01 S’ apa Traces tTiaxov vies ’Axai&J' 

( 5o) 

(“So he spoke, and all the sons of the Achaeans applauded”) 

and thus corrects any false impression we might gather from 
Agamemnon’s speech as to the poet’s intention; we are not 
to consider the Achaeans’ plight as desperate; it is just 
Agamemnon who is beaten in spirit. Nestor sees in the 
gravity of the situation and in Agamemnon’s mood an 
opportunity to end the disastrous quarrel with Achilles, and 
begins to move cautiously towards proposing it. It is pleasing 
and dramatic that he should be much more diplomatic about 
it than, as the event shows, he need have been. He seeks to 
offset the effect of Diomedes’ contemptuous tone by restoring 
to Agamemnon his priority of place both in his own esti- 
mation and that of the assembly (69-73), hinting at the same 
time that it would be better if he did not make decisions 
without consulting his council (74), and bemg careful, lor 
the sake both of the king’s honour and of his own purpose, 

not to lessen the gravity of the crisis (75-78). 
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Immediate steps are taken to ensure toe camp agauwi 
surprise attack, and the council meets to hear what Nestor ha 
to suggest. With a great display of tact and even what sounds 

like hesitation as he approaches the point (105-1 ), 

proposes that they should seek to appease Achilles. There 
was no need of such caution ; Agamemnon wallows in self- 
condemnation, and offers, besides gifts of atonement, t e 
restoration of Briseis, as much of the wealth of Troy as he can 
carry away, marriage with one of his own daughters with an 
extraordinary dowry, and seven cities of Agamemnon s own 
domain to rule over. The deputation, selected by Nestor, sets 
out. Their excitement as they walk along the shore (183) 
transfers to the narrative the feeling of the reader. We have 
not seen Achilles since the first book, and somehow he has 
grown in stature by his absence. And though doubtless we 
know that the embassy is going to fail, yet we willingly 
suspend our knowledge, and for the moment share the un- 
certainty of the actors. And this is how we first see him: 

top 6' tupov <ppevcL Ttpiroptvov (^oppiyy^ \ty 
xaAg 5ai5a\€T), eiri 6’ apyvpeov $vyov ff€v t 
ttiv apex’ k.*- evapcov ttq\iv ' HeTiwvos oXtcrcras. 

(I86-I88) 

(“They found him delighting his heart with a sweet-toned 
lyre, a lyre of beautiful and curious workmanship, with a bar 
of silver, which he had taken from the spoils when he 
destroyed the city of Eetion.”) 


Is not the picture well drawn to rouse false hopes ? This seems 
a gentler Achilles that we had known. The courtesy of his 
welcome helps to strengthen the impression of a possible 
yielding mood, and twice he asserts his especial affection for 
Odysseus and Ajax. Even the passing allusion to the de- 
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struction of Eetion’s city surely has its effect as stirring an 
auspicious memory. The omens could not be more favourable. 

The characterization at the end of the supper-party (223) 
is a charming little touch of humorous imagination, Ajax 
very willing to pass on the task to Phoenix, Odysseus confi- 
dent that in any other hands than his own the thing will be 
bungled. And his speech is indeed very skilful. He shows 
considerable adroitness in introducing his subject. Knowing 
that the really dangerous thing he has to say is Agamemnon’s 
name with its infuriating associations, he brings it in casually 
at the outset in the course of thanking Achilles for his 
hospitality— by not seeming to say so, breaking it gently that 
they have indeed come from Agamemnon. Then he passes 
to the peril of the army, making the extremity of the peril 
the occasion for a compliment to Achilles (231). He stresses 
the triumphant attitude of the Trojans, and particularly tries 
to prick his pride by dwelling on the insolence of Hector. 
Then his appeal begins, and in the forefront he puts the 
words of Peleus, so that Achilles may feel that in rejecting 
their appeal he is rejecting that of his father. Immediately 
thereupon comes Agamemnon s offer. It is artistically right 
and effective that it should thus be repeated at full length; it 
doubles its force for us and makes us feel that it has been all 
spread before the eyes of Achilles. He ends by repeating the 
appeal for the army— “if you cannot bear to think of him, 
think of us” (300-302)—, and by the challenge to the eagerness 
of the warrior in the chance offered him to get at Hector at 

last. . - , 

The speech that follows is by general admission one ot the 

greater glories of the Iliad. For example, Leaf says: 1 “For 
passionate rhetoric the reply of Achilles to Odysseus is above 

1 Companion, p. i; 2 > and Commentary , p. 286. 
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praise” and “perhaps no finer speech was ever written. Of 

course Leaf means not as a model of oratory but as a dt " 
speech, a representadon, within the limits of the arustic 

convention, of a man’s actual spontaneous words. Now I 

take it that a good dramatic speech should first, be vital 

the story, U. should make or seem to make a difference to 

the course of events; secondly, it should reveal the character 

of the speaker; and thirdly, convince us that it is just what 

such a man would say in such circumstances. 

That this speech is vital to the story is obvious from the 
fact that it comes just when we are waiting in breathless 
excitement for it. Everything hinges on it; we know that 
upon it depends not only the safety of the Achaean army, as 
the ambassadors think, but the life of Patroclus and the 
happiness of Achilles ; it is in fact the keystone of the structure 
of the whole poem. As I have said, the events which the poet 
has designed as the fulfilling of Achilles’ prayer in Bk. I, 
cannot begin undl he has committed his tragic blunder of 
refusing reconciliadon, for they are to appear to flow from this 
act. This speech is, in short, the wrath of Achilles, and there- 
fore the next step in his story after Bk. I. With it the 
movement begun in that book is completed, the waiting 
wrath theme fully developed. Bk. I described the cause of 
the wrath of Achilles, this book exhibits his wrath, and what 
follows is the result of it. 

That it reveals the character of the speaker is, then, clear. 
For it is Achilles explaining himself. What the scene with 
Andrnmache did for Hector, this speech does for Achilles. 


1 See H. Granville-Barker: Dramatic Method , : “Each sentence ( i.e . in 
a dramatic speech) must be made to do full sendee, double service indeed, 
even treble: to advance the story, to reveal the character in the speaker, 
and responsively in the listener too.” 
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As there we were shown something of the inner personal 
life of Hector, the motives which constitute the mainspring 
of his actions, here we are given a glimpse into the fierce 
heart of Achilles. The difference in setting is very marked. 
Everything was done to surround Hector with our sympathy. 
He came before us clad in the beauty and sorrow of the 
doomed son and husband and father and patriot. Achilles 
for the moment is stripped bare of everything but the strength 
of his own personality. Boldly the poet has chosen to make 
Achilles state his case when he has been put hopelessly in 
the wrong by the complete surrender of Agamemnon. Thus 
our thoughts are concentrated on the intensity of his wrath, 
we realize how it has shaken the very foundations of his life, 
and so are prepared to watch it bring coundess woes upon 
the Achaeans. It is indeed MV'ts ovXonkyy. 

That this speech has the third requirement postulated of 
a dramatic speech (viz. that it should convince us that it is 
just what a man of such a character would say in such circum- 
stances) is obvious from what I have just said — “stripped bare 
of everything but the strength of his own personality”. 
Everyone must feel that this is no one but Achilles speaking. 
There is no character in literature that is more of a self-willed 
individual, a person in his own right, than Achilles. He always 
speaks and acts as of his own will, z-yXeye as he says his in- 
tention is to speak now, i.e. without regard for consequences 
or persons (309). His declaration here, 

kxOpos 7 dp pot, Ktlvos opa>s ’AtSao irv\xi<riv 

Oy tr€pov pev k€v8t) evi (fipealv, dXXo 5e €i7r/7, 

(312-313) 

(“For hateful to me as the gates of Hades is the man who 
hides one thing in his mind and speaks another ) 
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is not, as it has been taken', a comment on Odysseus' speech 

' shows his characteristically violent apology for his plain 
me'akinT He wishes to state his ease clearly and coolly, 
but his words are pulled hither and i.ther as hts smoul ermg 
fury blazes up at the thought of his wrongs. That the 
effect; he seems to be speaking not as the poet dictates but 
straight from his own heart with all the dtsorder of .m 
promptu passionate speech, darting from thought to thought 
as this or that rises spontaneously in his mind. But o cour 
it is really Achilles explaining himself under the guidance ol 
the poet with the purpose of his poem before him; that is, it 
is the poet’s preparatory explanation of the character o 
Achilles so far as it is needed to make clear his conduct now 

and later. - 

The cause of his wrath may seem to us trifling and out ot 

all proportion to its intensity, as absurd, almost, as the cause 
of Lear’s wrath with Cordelia. Whether it is or no, un- 
doubtedly part of what makes tragic characters is that what 
moves them moves them wholly; there are no half-feelings 
with them. And Achilles is the first of the great roll of tragic 
heroes — those tremendous figures in which great imaginations 


1 e.g. Pope. But with this exception his comment on the character 
of the speech is excellent: “He begins with some degree of coolness, as 
in respect to the embassadours, whose persons he esteemed; yet even here 
his temper just shows itself in the insinuation that Ulysses has dealt 
artfully with him, which in two periods rises into an open detestation of 
all artifice. He then falls into a sullen declaration of his resolves, and a 
more sedate representation of his services; but warms as he goes on, and 
every minute he but names his wrongs, flies out into extravagance. His 
rage, awakened by that injury, is like a fire blown by a wind that sinks 
and rises by fits, but keeps continually burning, and blazes out the more 
for these intermissions. ,, 



THE STORY OF THE ILIAD 


98 

4 

have explored the heights and depths of human passion. 
Under the influence of some strong emotion, which they 
alone are capable of feeling with such intensity, they press on 
ruthlessly, indifferent to all prudent considerations, to the 
accomplishment of the object to which they are moved. It is 
their capacity for passion that lifts the circumstances in which 
they find themselves to the tragic level. 

It is interesting to compare what Bradley says of the heroes 
of Shakespearean tragedy 1 : “His tragic characters are made of 
the stuff we find within ourselves and within the persons that 
surround them. But, by an intensification of the life that they 
share with others, they are raised above them; and the greatest 
are raised so far that, if we fully realize all that is implied in 
their words and actions, we become conscious that in real life 
we have known scarcely any one resembling them. Some, like 
Hamlet and Cleopatra, have genius. Others, like Othello, Lear, 
Macbeth, Coriolanus, are built on the grand scale; and desire, 
passion or will attain in them a terrible force. In almost all 
we observe a marked one-sidedness, a fatal tendency to identify 
the whole being with one interest, object, passion, or habit of 
mind. This, it would seem, is, for Shakespeare, the funda- 
mental tragic trait. It is present in his early heroes, Romeo 
and Richard II, infatuated men who otherwise rise compara- 
tively little above the ordinary level. It is a fatal gift, but it 
carries with it a touch of greatness; and when there is joined 
to it nobility of mind or genius or immense force, we realize 
the full power and reach of the soul, and the conflict in which 
it engages acquires that magnitude which stirs not only 
sympathy and pity, but admiration, terror, and awe. ; ^ 

the circumstances in which we see the hero placed, his tragic 

1 Shakespearean Tragedy , pp. 20 and 21. 
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Ae* ItaJLts »mStaTis Kquired 'which a smaller 

causes, brings on him ruin. , 

Surely Achilles is the prototype of these. He y 

the essential tragic temperament, as there described 

terrific force, its complete absorption m one mterest, ) , 

passion, and its consequent fatal blindness. Everyone can see 

how different it would have been if Agamemnon had decided 

to take— as he thought of doing (Bk. I, 138) the geras o 

Ajax or of Odysseus. They would have known how to meet 

the situation, with dignity, no doubt, but with the necessary 

sense of proportion. It takes a tragic character to make a 

^ Achilles at first tries to set forth the reasonableness of his 
conduct (315-320). His point is that Agamemnon has con- 
founded all distinctions. Glory cannot be won here, for the 
brave man is treated like the coward; all that he could win, 
therefore, by fighting under these conditions would be what 

he will get anyway — death. Line 320, 

KaTSav opus 6 t aepyos avrjp 6 re roXXa eopyus, 

(“Death comes alike to the shirker and to him whose deeds 
are many”) 


regarded by many as an inapt “gnomic” interpolation, is an 
essential part of his argument. The thought of death is ever 
present in Achilles’ mind; one must remember this, and that 
he has, in consequence, the irritability of a man of great gifts 
who knows that his time is short; he has none to waste, and 
the precious days are going, and, worse than that, he has been 
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wasting it all along. There is certainly no wistful pathos in 
the simile of the mother-bird’s devotion (323-324) ; it is scorn 
of himself and his foolish efforts— “Here have I been running 
to and fro, picking up choice morsels for Agamemnon, like 
some silly bird.” And the man who has done so much 
Agamemnon has actually singled out for especial disgrace 
(335), and his voice rises to fury as he speaks of his wrongs. 
Then he pulls himself up with the bitter ~v vapiaiw rep-krdu 
^36) — “Let him sleep with her and take his pleasure.” But a 
new argument strikes him as he pauses, suggested probably 
by the scornful papviptvos < 5 d pxv evtK a < 7 9 € 7 «cda’i' of 327: his 
quarrel with Agamemnon is the same as Agamemnon’s with 
Troy; he has collected a great armament to avenge just 
such a wrong as he has himself inflicted on Achilles (337' 
343). It is a weak argument, but very human; at the best 
it justifies his anger, but not his persistence in the face of 
Agamemnon’s capitulation. “Well, anyway,” he goes on 
“he will have to get on as best he can without me, and 

with your assistance” (344'347)> “ d he taunts * em 
him with the glaring failure of their attempt so far to do 

without him. He will return home immediately, he announces, 

20 in a into details to show how calm and mdifferent he is. 

Then, as his fbry breaks out again when he recalls the absence 

of the thing most precious to him (367-3®). conies ^message 

to Agamemnon with its scorn of his offer of gifts- There is 

but one thing which to his mind will restore his honour, and 

that is the complete disgrace of Agamemnon as the plain 

result of his treatment of 1 A V» * 11 

of his humiliation is the only thing that can proclam Achtlte 

g cry undiminished to the world, tha, will show hu . .tag* 
L as disgrace a. all, but the means of greater glory. There 



book ix 


IOI 


can be no atonemeul, and in offering f A S-“ 

the conduct of Agamemnon makes that impossible. And a 
compared with wealth, life is infinitely more precious He 
knows he must perish if he stays ; therefore he choose life, 
he will go home and give up his glorious destiny, which is now 
impossible of attainment; there is no point or purpose in 
fighting any more; Agamemnon has destroyed the meaning 

of heroic endeavour. , 

While we may find it difficult to sympathize with the mood 

of Achilles, we should at least recognize that the wrong as he 

sees it is much greater and deeper than it appears to us, and it 

we put it back into its heroic context of thought, his terrific 

fury becomes more explicable, wrong-headed as it is. A man s 

glory is the measure of what he has made of his life, the 

goodness that Achilles, and men like Achilles, wrung from 

the essential evil of human life. For this Achilles has bartered 

his proper span. When, therefore, his geras, the symbol, the 

concrete embodiment of the glory he has won, is taken from 

him , he feels he has suffered the ultimate injustice: 

prjrep, eirei p Irenes ye piwvSabidv t rep eovra , 
tlpt]v ireo poi 6<fieWev Q\vpr’i,os tyy uftXiijcu. 

(I, 352 - 353 ) 

(“Mother, since you bore me to so short a life, honour verily 
die Olympian was bound to give me.”) 

He has paid the price and been defrauded. Through the 
action of Agamemnon, the glory which is the worth of life 
to the hero, that good for which he has already given his life, 
is turned to evil; his geras has been made an instrument of 
shame, a means of disgracing him. His life has lost the great 
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and splendid meaning he himself had given it, and Achilles’ 
occupation’s gone. 

That is the blow and disillusionment he is still suffering 
from, and under its influence he pretends to regard his bond 
with fate as cancelled, that he is now reversing his choice. I 
say ‘pretends’ because he does not go, nor make any prepara- 
tions to go. 

This speech is, as I say, the wrath of Achilles, and therefore 
in the artistic structure the central event, the turning point, of 
the poem, and the poet has done all he can to make clear the 
significance of what Achilles does here. Many critics have 
wished to cast out this whole episode, not only because of 
inconsistencies with it which they find in later parts of the 
poem, but to save the hero’s reputation. “The question of the 
embassy,” says Leaf 1 , “fundamentally affects our whole con- 
ception of the character of Achilles. On the question whether 
or no he refused the humiliation of Agamemnon and spurned 
his gifts must turn our sympathy for him. If he did indeed 
refuse them, then he was beyond measure inexorable, and the 
loss of his friend was but a small punishment for his betrayal 
of his country. If, on the other hand, no such atonement had 
been offered him, and he was only waiting for Agamemnon 
to fall at his feet in order to relent, then we can feel for the 
passionate but high-hearted man.” Certainly we could feel 
for him, but he would fall far short of being the tragic figure 
that he is. Up to this Achilles has been rather sinned against 
than sinning, except for the violence of his language; and if 
we were to omit this book, we should enter upon the final 
scenes with no other conception of him than as the sympa- 
thetic figure which Leaf pictures, and that is not enough to 

1 Companion , p. 23. 
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explain his conduct. Passionate and high-hearted he is bu 
there are depths in his nature which these epithets ; dc no 
reach. The Achilles that slays Hector cannot be descnbed 
just a passionate but high-hearted man, and Leaf has to 
wench the plain intention of the later book to make it square 
with his own truncated conception of Achilles charac . 
the Achilles depicted there is the same that is revealed here, 
obsessed with one idea felt with a single-hearted intensity 
which we can marvel at, even if we cannot comprehend it 
Also, it is the Achilles revealed here, his whole being absorbed 
with one interest, object, passion, that we see at the last sur- 
rendering with an effort that tears up his soul, the absolute 


fullness of his revenge. . 

No, here is the cause of the tragedy that follows, here is 

the tragic error, inherent in his nature, that wrecks his world ; 
and the overwhelming effect of the sequel lies in the fact that 
Achilles brings it all on himself because he is what he is. Like 
Agamemnon in the first book, he commits the tragic blunder 
of rejecting the suppliant. Grote objects to the incident 
because “it carries the pride and egotism of Achilles beyond 
even the largest exigencies of insulted honour, and is shocking 
to that sense of Nemesis which was so deeply seated in the 
Grecian mind .” 1 This is exactly the point which Homer has 
laboured to establish; he is building on that feeling, and the 
account of the rejection is told to the accompaniment of two 
reiterated themes — the fatal power of Ate and the sanctity of 
the suppliant. The conception of Ate as causing the tragic 
follies of men has been introduced in Agamemnon’s words 


1 History of Greece, c. XXI. An odd statement, for it seems to 
imply that the Greeks could not have accepted the Iliad in its present 
form, or that they were shocked by it. 
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(115-120), and the burden of the long appeal of Phoenix is 
“the sanctity of suppliants, the wisdom and solemn duty of 
respect for a suppliant’s appeal.” 1 

Phoenix has been introduced suddenly and clumsily, and 
it has been thought that his whole part is a later insertion. 
T his may be so, and the reason just precisely to make unmis- 
takably clear how Achilles’ act is to be judged. No doubt his 
appeal is unnecessarily long drawn out for our tastes, but yet 
we can recognize the skill with which the poet has managed 
once more to make his points by stories which are at least 
intended to interest and entertain his hearers. One is a story 
taken from life— that of Phoenix himself, how he came as a 
suppliant to Peleus, and, though stained with deep guilt, was 
received and well treated. The other— the story of Meleager 
—is taken from the great store of ancient legend. Thus 
Homer sets Achilles’ conduct against the background of con- 
temporary life and hallowed legend to show how both con- 
demn it; and between the two he puts the apologue of the 
Litai, and Ate (502-512). Everyone who knows the end of 
the Iliad can see that this apologue is more than the warning 
to Achilles that Phoenix intended it to be ; it is the reading of 

his doom. 

Ss 5t K dl'jjj'TJTai KCU Tt <7Ttp(WS alTOt 17T7), 

Alffoovrai 5' apa r al ye Aia K pov^va klovccu 
t<3 ’Arvv Up breoetu, lv a frauds avoruav 

( 510512 ) 

(“Whoever denies them and stubbornly refuses, they go and 
entreat Zeus, the son of Cronos, that Ate may now follow hun 

that he may fall and pay the price. ) 

1 Sheppard: Pattern , p. 77- 
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Ajax, the greatest warrior in the Achaean army after 

Achilles, 1 voices his feelings plainly (624-642). Agamemnon 
has done all he could to make amends, and now Achilles is 
definitely and expressly regarded as being in the wrong. 
Through the words of Ajax he is condemned by his peers and 
his friends. Achilles’ wrath, he asserts, now rests on a trdlfr- 
etvtKa kovpvs oi V s, just for a girl; before, he was standing for a 
principle which concerned them all; now he is simply in- 

dulging his anger and is solely to blame. 

Achilles, who is always surprising us, acknowledges the 
justice of what Ajax says, but simply declares that he does not 
and cannot forgive Agamemnon. Then he pronounces the 
fetal words which are to hold him back when Patroclus makes 
his appeal to him, and so lead him to send his friend to his 

death: 

OV yO,p TTplV TroXkpOLO pe8tJffOp€LL ttl/ittT O€PT0S t 
TTpiv y* viov n pLOLflOLO dcU^pOVOS, EfCTOpO. StlQV, 

Mi fppi8ov(av €7rt tc fcXtoias Kal vijas uceadai 
KTtivovr ’A pyeiovs, Kara re <rjiv£ai nvpl vrjas. 

(650653) 

(“I will not think of fighting until Hector, slaying Argives, 
reaches the tents and ships of the Myrmidons and scorches 
the ships with fire.”) 

1 Now we see the value of our having got something of Ajax’s 
measure in Bk. VII. 
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_ HE first part of the poem being thus rounded off 
by the resumption and completion of the wrath theme of the 
first book, we are now ready to hear of its consequences. But 
before the second part begins, the poet inserts what there is 
some justification in regarding as an extraneous story the 
raid by Odysseus and Diomedes on the Trojan camp. Leaf 
says of it that “it holds no essential place in the story of the 
Iliad. If it had accidentally been lost, we should have had 
no possible ground for supposing that it had ever existed. 
Not the slightest allusion to it is made in any subsequent 
book.” Granted; but he also notes: “The Doloneia can never 
have been an independent lay ; it is obviously adapted to its 
present place in the Iliad, for it assumes a moment when 
Achilles is absent from the field, and when the Greeks are in 
deep dejection from a recent defeat,” (and, I may add, when 
the Trojans are encamped on the plain). “These cm ltions 
are exacdy fulfilled by the situation at the end of IX. It is 
clear then that in the poem as we have it, the insertion ^of this 
isolated episode was deliberate; it spaces off the second devel 
opment torn the first, marks a break between them, thus 
creating for a listening audience the sense that with the new 

dav they are making a fresh start. . . . u . 

y The y iliad, as Sheppard notes, and as is indeed obvious, 

falls into three great main divisions-movements he c 


1 Comf anion, p. I9°« 
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3 « -« «* -ft tt'ttt? rt 

movement, at the second critical point m the story of . Ach 11 , 
when the dead body of Patroclus K brought to hurt, there . 

another tnterlude-the making of the new arms fe*4fc 
and the pictures on the shield. The symmetry shows del, berate 

method Whoever inserted Bk. X did so wtth a * 

general design. He is marking off the completion of the fir 
Lies of events and separating it tom the new ser.es that is 

about to begin. 1 . . , 

As to the nature of the episode chosen for this interlu , 

the reason of the choice is clear if one glances from the end 

of Bk. IX to the beginning of Bk. XI. In the former e 
Achaeans are in deep dejection over the failure of the 
embassy; Bk. XI shows them beginning the day s battle in 
high spirits. The poet was here faced with a difficulty, lo 
motivate the embassy he had to stage a defeat of the Achaeans, 
and so to weaken somewhat the effect of the great defeat 
which leads to the sending of Patroclus and the tragedy that 
ensues. The battle that begins in Bk. XI is the great battle 
of the poem. The poet plans to develop it at length; and to 


1 See Pattern , p. 83: “He wants an episode, clearly designed as an 
interlude, though not quite irrelevant to the main theme, marking the 
point at which the introductory series is completed and the tragic sequel 
is about to begin. Achilles has made his fatal choice. The knot is tied. 
The development of the tragedy will begin when Agamemnon takes the 
field. Between the two great movements the poet has set the Lay of 

Dolon.” 
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start with the Achaeans depressed and already beaten in spirit 
would be beginning, emotionally, at the end. We are to go 
back, so far as that is possible, to the feelings and expectations 
we had before the defeat in Bk. VIII ; and so, as a preliminary 
to that — to make the transition from a mood of dejection to a 


mood of renewed spirits— he feels he must insert some success- 
ful exploit. Looking about for such among his material he 
found this story of Dolon and adapted it to his purpose (if 
so, it was certainly worth preserving, and the really note- 
worthy thing about it is not its detachableness, but the skill 
with which it has been incorporated so as to fit the general 
scheme); or, not finding anything suitable, he invented it, 
and, as his method always is, developed it for all it was worth 
in itself. What chiefly makes it effective for this transition 
purpose is not so much the incident itself (which would m 
fact be too small a success to offset the effect of Achdles now 
definite desertion) as the spirited tone in which it is related. 
For it is not what the Achaeans would as a matter of fact 
feel that matters ; it is what the poet can get his audience to 
feel. If a story-teller wishes to convey the impression oi rising 
spirits in his characters, the best way to do it is not just to 
present convincing evidence that they had good reason to be 
cheered, but to communicate the feeling to his readers to 
make them feel excited and inspirited by the domgs of these 
characters Thus the poem here indicates rising spirits by 
££ process of its own spin, rising. It obvtously enjoys 

Si Homer phmly regarded the whole afar as great fa 
and poor Dolon, I am afad “ 

brutality of _ hts _ slayrng and themass “ ^ ^ 
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their fun where they find it, 
the most unpromising sniff, 
skylarking as the conditions 
and high-spirited. 


and make it, if necessary, out of 
This is war-time fun, and such 
of war offer to the adventurous 
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1 HE poet opens this book by calling attention to 
the change of heart we are now to imagine in the Achaeans 
as a result of the cheering raid; that is, he confirms the effect 
Bk. X has had on us by transferring it to the persons of the 
story. Again his statement of the fact takes place within the 
narrative ; the announcement that “the Achaeans arose all agog 
for battle” occurs in the camp as Eris calling them to battle 

and putting might into their hearts (3-14). 

The day which now begins continues to the middle of 
Bk. XVIII. It is the day of the great batde for the Achaean 
ships, the batde in which Achilles’ prayer is fulfilled. This, 
the second division of the poem, is ushered in with ceremony, 
and its place and purpose in the development of the subject 

are expressly stated (52-55): 

tv 8t k v8oifiov 

ipae kq.kov K poviSns, Kara S' uio9ev foer ikpaas 
alpan pvdaXias aWkpos, ovv(k’ ep«XXe 

ttoXXAs i&Jipovs «<£ aXds 'AISi Trpoia^eu'. 

(“And the son of Cronos roused an evil din among them, and 
down from the sky rained a bloody dew, because he was about 

to send many valiant heads to Hades. ) 

That is, this portion is to describe the result of the wrath of 
Achilles promised in the proem: 


xoXXas 5’ 


TJ ixvpi 
tyftlJLlOVS 


’Ax a *°^ s &X 7€ edijK€, 
'Ai5t Tpoia\j/€V. 


(i, >3) 
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III 


(“The accursed wrath which sent many \aliant souls 
Hades.”) 


The first incident in the battle is an anstew of Agamem- 
non. As the day has to begin well for the Achaeans, that we 
may feel the full shock of the defeat that follows and may n 

regard it as just the continuation of that of the P rev ' ous ay ’ 
the poet has to choose one of his heroes to lead off with a 
victorious career. His reasons for choosing Agamemnon are 
plain. For one thing, the turn in the battle could not be etter 
signalized than by the wounding and retirement of the leader 
of the whole host. Again we have not yet seen Agamemnon 
as a warrior, except for casual glimpses; we must realize his 
prowess as a fighter in order that we may recognize the loss to 
die Achaeans m actual fighting strength when he withdraws 
wounded. Thus he accomplishes his two objects by one stroke: 
the day begins auspiciously in the victorious career of Aga- 
memnon, and his prowess is impressed upon us, so that we 
are also impressed with the significance of his retirement. 

The poet is endeavouring to wipe out for the moment the 
effect of Bk. VIII and take us back to the position at the 


beginning of that book. The defeat there was necessary to 
account for the sending of the embassy, and now that it has 
served its purpose its effect has to be cancelled to make room 
for the real defeat that is the answer to Achilles’ prayer. 


Accordingly Agamemnon sweeps back the Trojans across the 
plain, and the situation is almost what it was before their 
success in Bk. VIII (153-180). And just when we are begin- 


ning to wonder what Zeus is doing, and what Hector, the 
poet explains in the passage 181-209, in which he gives us 
another forward glimpse of his intentions: Agamemnon is to 
be wounded, and then is to come Hector’s time of triumph, 
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which is to end when he reaches the ships, “when the sun sets 
and the sacred darkness comes on” (191-194). 

avraq kivel k r) dovpl rvTreis f) fiXypevos 
els lttttovs a Xercu, rore oi Kparos eyyva\i(co 
kt€ iveiv, els 6 tee vrjas evaakXpovs dt/uKTjrai 

6vjj T T]k\iOS Kdi 67TL KVecf> OLS UpOV cXOt). 

(“But when, wounded with spear or arrow, he leaps into his 
chariot, then I will grant to Hector might to slay, until he 
reaches the ships, until the sun sets and the sacred darkness 

comes on.”) 

The retirement of Agamemnon is, then, to be the signal 
for the beginning of the Achaean defeat, and the occasion is 
marked by a preparatory appeal to the Muses (218-220), fitly 
introducing “what is really the turning point in the poem. 
For now begins, with the wounding of Agamemnon, the 
disastrous rout of the Greeks which prevails upon Achilles to 
relax his anger and send Patroclus to the rescue.” 1 

This incident is quickly followed by the wounding of 
Diomedes and of Odysseus, and the retreat of Ajax, that thus 
by rapid successive blows the impression of a great disaster 
may be created. For, because we have learned to know these 
men in the earlier books, we do not need to be told that the 
cause of the Achaeans is tottering when Diomedes is wounded 
and Odysseus is wounded, and Ajax giving back. Each o 
these stages is developed at length, and with astonishing 

variety and vigour of imagination. 

Hector, seeing Agamemnon driving ofi the field, orders a 

general advance of the Trojan chariots, and the Achaeans 

begin to break. Diomedes and Odysseus stem the Trojan 

advance, and give the Achaeans time to rally. Hector attach 

them but is repulsed. Diomedes is wounded by a shot from 

1 Leaf: Commentary , ad. loc. 
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the bow of Paris, and, despite his scorn of the wound, finds 
himself disabled and retires, leaving Odysseus alone well 
front of the other Achaeans, and we now watch him being 
surrounded by the Trojans. He puts up a stout fight, slaying 
five men before he himself is badly wounded by the spear of 
Sokus, and though he revenges himself on him, the rest, 
seeing that he is wounded, close round to finish him ott. 


CLVTCLp 6 y' a vex^eTO, ave 6 eratpous. 

rpls pev eireiT rjxxrev oaov K€<t>a\r) x^ e 
Tpls S' aUv iaxovros apr)t<i>i\os MeveXaos. 


(461-463) 


(“And he began to give back, and he shouted to his comrades ; 
three times he shouted, at the full pitch of his voice, and 


three times Menelaus heard his cry. ) 


Menelaus thereupon calls Ajax, and they hurry to the rescue. 
The interest now shifts to Ajax, the transition taking place in 
the simile of the wounded deer, the jackals, and the lion, a 
two-fronted simile which begins by illustrating what has gone 
before and serves to introduce what follows (474-486). Odys- 
seus is put into his chariot, and Ajax attacks the Trojans who 

had scattered at his approach. 

Then for a moment we pass to another part of the field, 
to see Paris repeat his success, this time on Machaon (a small 
but, as it turns out, vital incident), and Nestor drives off with 
the wounded man. The Trojans, headed by Hector, concen- 
trate their attack on Ajax, and we have the masterly scene of 
the slow retreat of Ajax, which perhaps does more to distin- 
guish him as a personality than all the previous occasions on 
which he appears, and it may be that the “beef-witted” Ajax 
of later story stems from the memorable simile of the recalci- 
trant donkey. Eurypylus, seeing Ajax’s plight, essays to go to 
his help, but is wounded by an arrow from Paris’s potent bow. 
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of this minor figure. 

The little links are carefully forged. 

When Ajax has made good his escape, reaching the main 
body of his comrades, the scene shifts to the camp (596). In 
Bk. VIII Zeus saw, for our benefit, that the fulfilment of his 
pro mis e to Thetis involved the death of Patroclus, and now 
we are shown that predestined event shaping through the 
characters of the actors. Achilles is eagerly watching the 
battle from his ship. He is burning to hear firsthand news 
and, seeing Nestor’s chariot passing, bearing a wounded man, 
sends Patroclus to make inquiries, being too proud to go 
himself. Thus it is Achilles who takes the first step towards 
the death of Patroclus, as the poet expressly notes— «*ou ° *P“ 


The poet has a use, too, for the wounding 


oi Tt\(v apxv (604) (“and so evil began for him”). 

The words in 1 . 606 are actually the first words spoken 
by Patroclus in the poem. He has been kept in the back- 
ground until he has to play his part, is not made important 
until he becomes important for the story. Now great care is 
taken to make his appearance at the tent of Nestor fully 
dramatic, to throw the spotlight on him. Nestor and Machaon 
have arrived at Nestor’s tent and are settling down to comfort 
and refresh themselves (618-643). They are completely taken 
up with their own immediate needs, and in the fullness of his 
description of the scene the poet aims to carry our thoughts 
away from the approaching messenger, to reproduce in us, as 
it were, their ignorance of his coming and hence the startling 
effect of his sudden appearance. Patroclus holds the centre of 


the stage. # . . 

There follows a remarkable and vividly imagined scene, 

in which behind the words the movements and attitudes ot 
the dramatis personae are plainly visible. Seemg him e o 
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man sprang from his chair, and, grasping his hand, brought 
him in, and bade him sit down” (645-646). Patroclus s reply is 
fbll of dramatic humour. One can feel that he sees with vague 
alarm the purposeful manner of the old man, and therefore 
makes us see it too: “No, I can’t sit down, sir; it is no use 
asking me. I have too much respect for the anger of him who 
sent me. He wanted to find out who it was you had brought 
in wounded. But I can see for myself, it is Machaon. Now 
I will go back and tell Achilles. You know what I mean, sir, 
you know what he is like, a terrible man, and swift to find 
fault even where there is no fault” (648-654). This last appeal 
to let him off is almost pathetic and intensely dramatic, i.e. it 
makes one see the scene — Patroclus backing towards the door 
before the obvious intention in Nestor’s eye. For Nestor 
instantly realizes that a great opportunity has been offered 
him of getting at Achilles, of getting perhaps some sort of 
help from him. The situation is becoming desperate, and this 
unlooked for chance has arisen out of it. He has got Patroclus 
away from Achilles. You can talk to Patroclus, he is gentle 
and polite. And so Nestor is going to talk to him. But he 
must not frighten him off by showing his purpose too soon; 
he must prepare the ground. 

Therefore he begins with a very natural scoff at the 
genuineness of Achilles’ concern, slipping in some infor- 
mation as to what has happened. He knows that, whatever 
Achilles may think of it, Patroclus will be startled at hearing 
that Diomedes and Odysseus and Agamemnon are wounded 
and out of the fight. Then he sets to work to talk, and his 
talk takes the usual form of reminiscences of his own youth — 
nothing could seem more guileless; it is just old Nestor 
rambling on in his customary way with no sense of times or 
seasons. But he is talking not only with a purpose but to the 
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purpose. He is reminding Patroclus of the normal ways, the 
normal lives, the normal ideals of heroic young men. He 
tells him of the first raid he was engaged in, and how success- 
ful it was and how pleased his father was with him. He keeps 
the story going as long as he can, with details about the 
plunder and how it was divided, and when at last it seems to 
have reached its end, he drifts into another. Leaf says 1 that 
the whole passage from 666 to 762 is “one of the clearest cases 
of interpolation in the Iliad. It is altogether out of place at 
the moment when Patroclus has refused even to sit down, 
owing to the urgency of his mission.” On which Andrew 
Lang remarks : “If Mr. Leaf has never met an intelligent old 
bore, whom no one could check by refusing to sit down, we 
envy his inexperience of misfortune. Homer has made us 
see the hurried manner of Patroclus, how anxious he is to 
get away, in order to give comic point to Nestor s procedure. 
In the light of that one can imagine him at this point when 
the story seems to be running out, taking another hopeful step 
doorwards and Nestor following him up with ol 8 k r P ;™ 

(707) (“Three days afterwards”) ; and so he goes on to describe 
the siege of Thryoessa and how his father tried to keep him out 
of the Pylian force that went to its relief, and hid his horses; 
but he was so keen that he went on foot; and how he, the mere 
youth, killed the great captain of the enemy, causing the flight 
of their army, and besides, incidentally, killed one hundred 
men with his own hand. And when they returned home with 
their booty “all gave praise, among the gods, to Zeus, and to 
Nestor among men. That is what I was like among warriors 
. — but Achilles” (761-762). Nestor no doubt has been some- 
what carried away by his glorified memories, but he has kept 
his main object in view. He has been surrounding Patroclus 

1 Commentary , Introduction to Book XI. 
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with a different atmosphere, reminding him of the world out- 
side Achilles’ tent, and the sort of things it deems glorious in 
a young man’s life, and then suddenly he flashes the conduct 
of Achilles into the light of that world. He is making 
Achilles’ magnificent indignation, which he thinks so fine, 
and Patroclus doubdess thinks so fine, appear a paltry thing. 
He hints that Achilles will lose his reputation. All he 
will get from his valour is what he thinks of it himself 
o-os r^s dperijs aTrovrjaeTa, (763). And then comes the appeal, 

beginning 

& ireTtov, rf fxev aoL ye 'Mevoinos ewereWev 
fjfiaTi tw ore 0 etc ^6 lt]S ' Ay a. fie^vovt, T*en ire. 

(765-766) 

(“Dear friend, that day when your father sent you from 
Phrhia to Agamemnon, he urged you thus.”) 


“%u have a responsibility in the matter.” And he recalls to 
his min d that farewell scene, painting it in detail so that 
Patroclus will see it all in his mind’s eye again exacdy as it 
occurred. Therefore he urges him to tell Achilles what he 
(Nestor) has told him, and use his influence to persuade him. 
Then with the little stinging suggestion as to Achilles’ real 
reason for staying out of the fight (794-795) he proposes as a 
possible compromise the fatal plan: 


*. cf. Arnold: Sokrab and Rustum 

Take heed lest men should say 
Like some old miser Rustum hoards his fame, 
and Troilus and Cressida III. 3. 1 8 0-6: 

Then marvel not, thou great and complete man, 
That all the Greeks begin to worship Ajax; 

Since things in motion sooner catch the eye 
Than what not stirs. The cry went once on thee, 
And still it might; and yet it may again. 

If thou wouldst not entomb thyself alive 
And case thy reputation in thy tent. 
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aXXa ak tt cp Trpoera?, ajua 5' aXXos Xaos eTrkaOu) 

M vpiu&ovwv, at tckv tl <poo)s Aavaoiai ykvrja t 
KaL toi reux ea KaXa 5orco iro\ep6v8e (frepead at 
at /ce ra? €tcTKOi/res a/T-oo'X^T'ttt iroXe/iOto 
Tpa>es, av air v ev a co a l 5’ apij'Lot vies ’Ax^wSv. 

(796^00) 

(“Let him send you forth, and let the rest of the Myrmidons 
follow with you, in the hope that you may prove for the 
Danaans a light in their darkness; and let him give you his 
fair arms to carry into the field, on the chance that, taking 
you for him, the Trojans may hold back from the battle, and 
the sons of the Achaeans get their breath again. ) 


Patroclus, much troubled by the immediacy of the danger, 
goes hurrying back to the ships of Achilles. But on the way 
he meets Eurypylus wounded and limping back alone; and 
he stops to ask him what he thinks of the fight. Eurypylus 
fully confirms Nestor’s account and takes the gloomiest view 
of the situation— “the Achaean defence is over,” he says 
(821) • but he begs Patroclus to help him with his wound as 
there is no one to look after him. Patroclus is perplexed; he 
is foil now of the imperative necessity of conveying Nestor s 

cnaaestion to Achilles. 


(841) 


dXX’ ovd' tLs irep tm° iteSfau retpopevoio. 

(“But not even so will I desert you in your distress. ) 

Why has Homer deliberately made Patroclus meet Eurypylus? 

Simply, surely, because the situation is not yet ready for the 
* J • c Patrnrlm’s message. It all makes for clearness. 

As the poet is not yet ready to describe the appeal of Patrodus 

bact Ihe interruption in his narrative he dramatizes as an 
mtprmnfinn in the actual events. 
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ITH Bk. XII we return to the battlefield to 
watch the progress of the Achaean defeat. This being the main 
batde of the poem, the poet is making the most of each step ; 

he invents devices to hold it and to draw it out. What happens 
in Bk. XII could be stated in one sentence— Hector crosses 
the wall; this book is Homer’s way of making the statement. 
U nlik e so man y of the books into which the Iliad has been 
divided, it constitutes a distinct unit. Everything in it is 
pointing to the moment when Hector crosses the wall, and 
is designed to emphasize the significance of that event. We 
are warned at the beginning that it is going to happen ( 3 " 4 ) > 
and our attention is fixed on the wall as the centre of interest 
by the account of its subsequent destruction at the hands of 
Poseidon and Apollo (10-33), i 11 accordance with the promise 
given to Poseidon by Zeus at the time of its erection (VII, 
459-463). Thus casually the poet wakens again the feeling 
that the earlier passage in its context aroused — the sense of 
the transitoriness of the interests for which men strive with 
such intensity — , and its presence gives an ironic colouring at 
the outset to the picture of Hector’s triumph, which supports 
and enhances the note of menace running through the book. 

Next, he focuses attention on the chief actor — Hector — by 
means of a simile: 

119 
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d's S’ OT Q.V tv Tt Kvvtaal kclI avbpaa: drjptvTTjoi 
Ka-pLOs T}t \&0V GTptQtTai vOtvei PXtptaivuv' 

Oi bt re Trvpyqdov o<ptas auroi's apTvvavrts 
avriov IdTavTCLL kcll aKOVTiZovai dapetas 

atXM^-s eK x^tpw^’ to? 5’ ou rore KuSaXtjiOi' k^P 

rapjei ovbt poBtircu, ayqvopir} bt piv exra. 

(41.46) 

(“As when among dogs and hunters a boar or lion keeps 
wheeling about, in the glory of his strength, and they, forming 
themselves in a wall against hi m, pour javelins thick and fast 
upon him; but his valiant heart quakes not nor quails, and his 

courage slays him.”) 


This simile has been criticized by the literalists as unsuitable 
because Hector is not at bay, but is attacking. Miss Stawell 
well replies 1 : “The leading note is surely just the irresistible 
daring of the boar, a daring that is to prove fatal to himself : 
‘Nothing can daunt him nor make his heart afraid, and his 
courage slays him.’ We are reminded, or reminded we ought to 

be of Andromache’s words to her husband (VI, 407) ^ 
daring will be your ruin’ to abv *ww).” That is the 

key-note of the book, and the simile is designed to strike it. 
All through the poet makes us feel the shadow of impending 
doom, so that we who know watch his triumph as Hector 

shaping out of his own nature the decrees of destiny. 

The Trojans advance to the edge of the trench and 
Polydamas advises that they should leave then chanots W m 
and attack on foot. Hector approves the wisdom of die sug- 
gestion, and descends from his chariot, and the others d 

regards l advice of Polydamas and in consequence 
himself and his followers in disaster. He drives forthe p 
gate through which the Achaean fugitives are pouring, 

1 Homer and the Iliad , p. 54- 
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is held before it by the strong stand of two warriors, while 
the defenders on the wall above rain down missiles upon the 

baffled attackers. 


v Meades 6 ws ttiittov epa.±£, 
is t’ ivtpos faijs, vttfrea. aKibiVTO. doviiaas, 

TCLfMptias KCLTtxtvtv e~l xSovi *0v\vf}0Tdp V . 


(156-158) 


(“The stones fell upon the ground like snowflakes that a 
stormy wind, whirling the shadowing clouds, pours thick 

upon the bounteous earth.”) 

Asios protests angrily to Zeus for deceiving them with false 


promises. 

With this immediate confirmation of the wisdom of Foly- 
damas we are carried back to Hector, and hear him reject the 
advice he gives as the result of the omen that appears to them 
as they stand at the trench (195-250). This would lose much 
of its significance if the incident of Asios were omitted, or 
rather it would lose the immediate recognition of its signifi- 
cance. Hector is heading for his doom. The shadow of the 
coming tragedy is falling across the scene of his triumph, 
and Homer makes us see the shadow. That is what the omen 
is for, and that is what Polydamas’s interpretation of it is for. 
He sees that all this extraordinary fortune is a delusion, that 
it does not mean what it seems to mean, and of course we 
who have been behind the scenes are thereby reminded of 
what we have heard. Coming events are casting their shadows 
before. We feel here very distinctly the forward movement of 
the poem. 

Hector’s reply of rejection (231-250) strikes emphatically 
the other do min ating note of the book, the note which was 
struck in the s imil e of the boar. Polydamas is right, as we 
know, but there are greater things than being right, as every 
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tragic hero has shown, and Hector here rises to that rank. 
There is a depth of tragic irony in his speech for us who know 
what is preparing. A few lines further back this was Homer’s 
comment on Asios’ refusal to listen to Polydamas: 

vtjtuos, ou5’ dp’ epcXXe kolkcls Otto Kripa s dXr£as 
'Li 7 ~ 0 i<yiv k at aya.Xk6p.evos Trapa vr,uv 

a\f/ Q.~i7QVO(jTT}(7€iv TTpOTt IXi ov rjvepoe aaav. 

(ii3-"5) 

(“—the fool, who was not to escape the evil fates and return 
home, glorying in his chariot and horses, back from the ships 

to windy Ilios.”) 

It would have jarred if Homer had written such a comment 
on Hector’s noble speech. It applies none the less, and perhaps 
originally Homer wrote it, or something like it, here, and, 
feeling how it jarred, invented the Asios incident to make the 
comment. Anyway, that incident sets forth as in a parable 
the significance of this one; the truth about Asios is the truth 
about Hector. Hector is trusting to the promises of Zeus, and 
so he pays no heed to the birds whether they fly to the dawn 
and the sun, or the left and the darkening west. And yet the 
omen represents the facts as we know them. The bud of Zeus 
is bitten by a snake, which, though torn and bleeding, is yet 
a l ive — as Polydamas says, the interpretation is obvious to any- 
one who knows anything of portents. For what were the 
promises of Zeus in which Hector trusts?-! wfll give him 
might to slay, until he reaches the ships, until the sun sets 

and the sacred darkness comes on” (XI, 207-209). We can say 
(and see that in a sense it is true) that Hector is infatuated 

that this is where he in his turn makes his fetal choice, an 
thereby ensures his doom. But it has been said before, and 

said differendy : »«#*«. ™ said As f?’ 

mache, and it is this aspect of his conduct that is stressed 
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the rest of the book. All the incidents that follow are the 
comment on his speech. The voice of prudence and foresight 

says “Go back! That is the way of safety.” ^ says Po y- 
d amas (216). But Hector cries “Forward!”, and that becom 
the key- word of the book, and the spirit of the heroic ag 
seems to blaze out all around him in response to his cry. 1 he 
two Ajaxes take up the word as they exhort the Achaeans on 

the wall: 

nil tls biriaao) 

T6rpa<t>0o) 7 rorl vrj as omo/cXtjt^pos btcovaa s. 

dXXd irpoao* leaSe xat dXX^Xoun KeXeaOe. (272-274) 

(“Let no one turn back to the ships, when he hears the call of 
the foeman, but forward press you all and urge one another. ) 

They are the two warriors that hold back Hector in his turn, 
and the parallel with Asios is sustained as the music of the 
snow-storm simile rises once more, but more elaborate, more 


complete (278-286). ....... 

Then Sarpedon comes forward to make what is implicit 

explicit “Hector has made his tragic, noble choice, and 

is going forward. That is the moment chosen by the poet 

for Sarpedon’s famous apologue to Glaucus, the perfect 

exposition of the heroic view of tragic life.” 1 


Hi) 7 T€ 7 top, ei pev yap iroKtpov Trepl rovhe <t>\ rybvTe 
aUi 5 7 } nkWoipw byrjpo) r adavarco re 
eaaead\ otfre kq> auros kvi Trp&TOun p.axoipr)v 
ovre tee al crr4XXot/it paxw « tevbiaveipav * 
vvv 5’ 2/x7r7js yb’P teypes e<t>e<TTa(Tiv da varoio 
fivptai, as ovk ean Qvyeiv fiporbv ovh' vTra\v£at t 
lopev, ife Tea eux°5 ope^opev, ye tis viniv. 

(322-328) 


1 Sheppard: Pattern , p. 119* 
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(“Dear friend, if, by escaping alive from this battle, we were 
going to be ageless and deathless for ever, neither would I 
myself fight among the foremost nor would I send you to win 
glory in batde; but now — since in any case coundess fates of 
death beset us, which no mortal can escape or avoid — let us 
forward, whether we shall give glory to another or another 
to us.”) 

This is the true commentary on Hector’s speech. This is the 
spirit and oudook that actuates him. It is the same as he 
expressed in his answer to Andromache’s appeal in Bk. VI — 
since Troy and all its people will perish, therefore he will fight. 
Out of hopelessness he will make not hope, but glory. The 
nobleness of life is to do thus. Since death in coundess forms 

threatens us anyway, let us forward. 

This book is, as I have said, markedly a unit, and if we 
read and reread it until we can hear it both as music and 
meaning, the music as the meaning, and the meaning as the 
music, we shall have a better appreciation of the artistry of 
the Iliad than any explanation can give. For it illustrates in 
sm all compass how the poet throws out his net to catch all 
sorts of disparate interests, how he flashes from one person to 
another, from one topic to another, and yet fiises them into 
one significance, crystallizes varieties of effects into a unity 

of effect , - _ 

Here he seems to be merely describing the batde first at 

one point, then at another ; and it is a series of pictures de- 
signed to convey as clearly as narrative can something of the 
turmoil of events and feelings which must mark such a 
struggle. The real purpose of the book is just to describe how 
Hector crossed the wall, and the poet pads it out with what 
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JL HE poet then coolly announces that Zeus chose this 
moment to let his eyes wander from the battlefield (1-9). No 
one can doubt the purpose of that announcement. It is 
a direct intimation to his audience to be prepared for a digres- 
sion from the main story. He has brought us at the end of 
Bk. XII to a crisis in the action. Now he deliberately arrests 
its course, holds it back for two books and a half, and then 
has to reconstruct the situation he had already reached. We 
know what is to happen, the poet has told us: Patroclus is to 
be killed, and then Hector’s brief day of glory is over. And 
now events are in train for this: Patroclus is on his way back 
to Achilles with Nestor’s proposal, and Hector is across the 
wall. Then, instead of the immediate development we are 
expecting, comes the surprising reversal of the situation. 
Poseidon, seizing the opportunity of Zeus’s inattention, in- 
spires the resistance of the Achaeans, and they halt the Trojan 
advance (Bk. XIII). Hera backs up Poseidon’s efforts by 
beguiling Zeus with her charms and luring him to sleep; 
while he is sleeping, the battle turns definitely against the 
Troians; Hector is wounded and the Trojans driven back in 
confusion (Bk. XIV). In Bk. XV Zeus wakes, and the 
situation already reached at the end of Bk. XII is restored 

S It is obvious that this excursion contributes nothing to the 

advancement of the story; it merely prolongs the poem by 

126 
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further incidents, and perhaps the poet’s chief purpose was 
to make room for the material he has used here. ^ Homer as 

the creator of the spacious epic,” says Bury, an IS 
conception, if the term may be used, was not that of a poem 
in which die interest is concentrated, as the dramatist concen- 
trates it, exclusively on the one motif which gives it its unity 
and on a few central figures, and in which nothing is admitted 
that does not bear more or less direcdy on the denouement. .. . 
The epic on the grand scale conceived by Homer was to be 
a composition in which the interest is extended to the whole 
background and environment. The means for combining 1 11s 
design with a dramatic plot was delayed action, and one of 
the principal functions of the gods who play such a large part 
in the Iliad was to provide devices for delaying the movement 
which conducts from Agamemnon’s repulse of Chryses to 
the deaths of Patroclus and Hector.” Here is delayed action 
plainly enough, and it is brought about through the action of 
gods. In fact, the story of the quarrel on Olympus reaches its 
culmination in this revolt. From the beginning the other 
gods have been raising our expectations of some overt act by 
threatening and making tentative efforts to thwart the will 
of Zeus, i.e. to divert the course of the story. Here our hopes 
are realized (for, in a story, what we have been led to expect, 
we unconsciously hope for), and in a form that has been 
specifically foreshadowed; it is Hera’s wish in Book VIII 
come true; Poseidon acts, as Hera there prayed he would. 

Justification for this long interruption is not hard to find 
from the point of view of the poem, although undoubtedly 
modern readers grow tired of the multiplication of battle 
incidents. We must here discount our own feelings. The type 

1 Cambridge Ancient History , Vol. II, p. 499* 



128 


THE STORY OF THE ILIAD 


of narrative poetry that developed into the Iliad probably 
consisted of just such accounts of single co mb ats as we have 
in such abundance here, so that it would be a feature that the 
Homeric audience chiefly looked for and desired. Fights were 
the first essential, and the rest, in origin, a framework to hold 
them and increase their interest by relating them together. 
Thus it would be artistically right to make the most of the 
opportunity afforded by this central battle and insert enough 
of such combats to satisfy the taste of his audience. He has 
done the same thing in the first part of the poem, and the 
symmetry in the structure has been (inadvertendy) noted by 
Leaf 1 : “There is indeed a plot,” he says of the Iliad, “a most 
magnificent story underlying the whole; yet for large portions 
of the poem at a time this main plot seems to be entirely 
forgotten in the long series of brilliant episodes which form 
the beauty of the Iliad. From the second book to the seventh 
we hear nothing of the counsel of Zeus which is to avenge 
the wrong done to Achilles. ... So also in the thirteenth and 
fourteenth and the first part of the fifteenth books no advance 
whatever towards the catastrophe is made; the batde surges 
forwards and backwards; whatever is gained by one party is 
exacdy balanced by a success by the other; and at the end of 
this long section things are in precisely the same position as at 
the opening.” Thus, after the opening act which sets the story 
moving, we have a long delay in which the poet puts before 
us “the sea of character and circumstance that surrounds die 
initial deed”; and after the second great act in that story there 
is spread before us at sufficient length to make it adequate to 
the occasion a picture of the calamitous results which followed 
Achilles’ refusal to fight. The longer he can make the list of 

Companion , p. 22. 
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warriors slain in the struggle resulting from the wrath of 
Achilles, the greater is the impression of the terribleness o 
that wrath; the more valiant souls that he can send to Hades, 
the better for his purpose, so long as he can m the process 
main tain the interest of his hearers. To accomplish this, he 
has recourse to the same technique as he used in the earlier 
battles of Bks. V and VIII; there is an apparent turn in the 
tide of battle; the issue seems for a time doubtful. The holding 
incident is here developed on a much larger scale, to fit the 

dimensions of this all-important battle. 

It should be noted too that it is necessary to keep some 

balance in the fighting; the Achaeans must not be repre- 
sented continually in defeat, not for patriotic, but for artistic 
reasons. The plan of the poem as begun in Bk. I called for 
their defeat, and that is therefore what we are expecting; but 
the poet has so managed it that we feel that the Achaeans are, 
of right, the stronger side, notwithstanding their fairly con- 
tinuous misfortunes. By their successes in these two digressions 
the poet gives us the right perspective for Hector’s triumph, 
and allows of the exploits of his great figures, who are all 
Achaeans except for Hector. It is something of a triumph in 
construction that as a fact the Trojans are on the whole the 
winning side while Achilles is absent and yet we have no 
doubt that the Achaeans are the better men. 

But in fulfilling these purposes the episode has a direct 
dramatic value coming at the very point that it does. The 
prolonging of the battle by the desperate resistance of the 
Achaeans gives us time to realize the seriousness of the situ- 
ation when Hector crosses the wall. The poet makes his 
hearers pause to take it in by translating the excitement 
aroused by that happening into incidents that express its 
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seriousness. Hector is through the wall: how can the poet 
better make us realize, or, rather, express our realization of, 
what this means than by showing the Achaeans fighting back 
with the courage of despair? What happens is indeed the 
natural sequel of the event that closed Bk. XII; the breaking 
through of the defences of the ships would naturally spur the 
Achaeans to a more desperate resistance, and this it is which, 
leaving the gods out of account, is being depicted here. What 
Homer wanted to do, artistically, when he had brought Hector 
and the Trojans within the wall, was to hold the situation. 
It is too good and dramatic to be covered up by rushing to his 
climax. And so the Achaeans are represented as making a last 
stand before their ships— their only hope of safety. They 
have turned at bay. Our realization of the crisis that has been 
reached is expressed as their realization of it. 

In this way too the poet achieves the difficult but desirable 
feat of repeating his climax. He makes the crossing of the 
wall and the reaching of the ships two separate crises instead 
of running them together. Hector breaks through the wall 
at the end of Bk. XII; he reaches the ships at 1 . 704 of 
Bk. XV. Now if one had followed hard upon the other, 
we should have felt them both as two stages of one crisis. It 
would be just one excitement rising to a climax. But by this 
means he gets the effect of the excitement twice over. When 
Hector breaks through with such eclat , we feel that the great 
moment has come, that the event for which we have been 
prepared is almost upon us; Achilles must do something. 
Owing to the delay, we have the feeling all over again when 
Hector lays his hand on the ship, and calls for fire. We get, 
then, out of one event the effect of two climaxes, and that is 

sheer gain. 
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But 10 prolong the battle for the ships by this unexpected 
change of fortune it was necessary to remove the guiding hand 
of Zeus, and so there was suggested the insertion and elabo- 
ration of an incident which would adequately account for his 
continued negligence and at the same time relieve the long 
narrative of batdes with a scene havmg an entirely different 
kind of interest and with a complete change of tone. Indeed 
it may be that the nucleus and occasion of the whole digression 
is the episode of the beguiling of Zeus; that Homer deliber- 
ately diverted the course of the story to make a place for it, 
and built up this elaborate framework to hold it. 

Poseidon, noting the wandering attention of Zeus, comes 
driving over the sea to help the Achaeans (10-31). In the 
likeness of Calchas, he urges the two Ajaxes to concentrate 
on resisting Hector, and the shame and indignation of 
the Achaean warriors generally at what has happened are 
dramatically expressed as his admonition to them (95-124). 
They accordingly rally round the two Ajaxes, and the on- 
coming phalanxes of Trojans are halted. Various details of 
the fight are given to get the situation established in our 
minds (155-205). Then, as his manner is, the poet turns to an 
individual and we follow for some time the fortunes of 


Idomeneus. 

Poseidon, now in the likeness of one Thoas, passing to 
the tents of the Achaeans, meets Idomeneus coming from 
attendance on a wounded comrade. There is a brief conver- 
sation, in which we get something of the feeling which 
Achilles’ indifference at their peril is rousing in the army 
(232-238). Idomeneus, having donned his armour and hurry- 
ing out to the battle, meets Meriones coming from the fight 
against Hector’s division, for a new spear. Idomeneus offers 
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to lend him one of the many spears he has captured from the 
enemy, and Meriones, while accepting the offer to save time, 
is careful to point out that he has likewise plenty of his own, 
also taken from the enemy. The conversation is no doubt 
pure elaboration of a detail, but delightfully spirited and 
human. 

They go out together deciding not to rejoin the Ajaxes in 
their fight against Hector but to add their weight to the 
defence on the left. This was the point where Asios had 
attempted to drive in with his chariot, when we were told 
that he was to fall by the spear of Idomeneus (XII, 117). It is, 
then, the fight the description of which was broken off at 
1 . 194 of Bk. XII that is picked up again at 361 of this book; 
and with what would seem quite unnecessary care Homer 
disposes of all that are left of the persons mentioned as belong- 
ing to the company of Asios. 1 

Thus the so-called aristeia of Idomeneus is the poet’s way 
of completing the account of Asios ill-advised attempt, and 
by including it here in connection with the fierce rally of the 
Achaeans he brings back sharply the thought of Polydamas; 
and when we turn from the fighting on the left where the 
Trojans are thus having the worst of it, to Hector’s division in 
the centre, the same point is emphasized. This passage (from 
673) resumes the fight which we left at 1. 205, and we are 
shown the Trojans there also losing heart at the determined 
stand of the Achaeans (721). Then come Polydamas s words 

' 'ZZf? oiztz (xii. T M.» 

SS"," — &U>. TV- (S45-550). Ad- 

( ^60575) * 
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N ESTOR is the first of the absentee Achaeans to 

begin to move. He is stirred by the realization that the noise 
of the fighting is coming nearer to the ships to leave the 
wounded Machaon (1-8). 

Critics have pressed too heavily on the inconsistency be- 
tween the situation at the end of Bk. XIII and that which 
Nestor finds when he views the battlefield at the beginning 
of Bk. XTV. We read at 1 . 835 of Bk. XIH: 

'Apyeioi 6* erepuBev kviaxov, ovd’ eka Bovro 
dXrtijs, dXX' epevov Tpwwv emovras apiarous. 

(“The Argives shouted on their side, and forgot not their 
valour, but abode the oncoming of the best of the Trojans .”) 

But when Nestor looks out (XTV, 13), 

€ laider epyov deuces, 
rots ptv dpivopkvovs, tovs de Kkoveovras ^oTiaOe, 

Tpwas v-FtpdvtioiK' kpipivro 8e rtlx ° s ’AxaiSv. 

(“He saw a shameful thing, the Achaeans in rout and the 
high-hearted Trojans pressing upon them; and the wall of 

the Achaeans was down.”) 

Now the natural conclusion anyone would draw is that the 
poet has gone back in time and that he is of necessity giving 
consecutively events which are really concurrent That is 
obvious on the fke of it And yet, the critics point out, this 
explanation is spoilt by the way the two incidents are linked 
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together. Bk. XIII ends with the line (which follows immedi- 
ately on the two quoted above) 

fat 5’ afx<pOTepcoi' Utr ai9kpa xai At os a try as 

(“The cry of both hosts arose to the height of heaven ) 
and Book XIV begins 

m<xTO P a b' OVK i\aOev iaxv vivovra irtp t /urns 

(“Nestor failed not to hear the cry though at his wine. ) 

No one, it is said, could help taking the i*xn of the one line 
as the same as the nxn of the other. That is clearly right, 
too. But I find no difficulty in accepting both propositions- 
that the cry that roused Nestor was the cry uttered by the 
Trojans and Achaeans as described in the preceding line, and 
that what Nestor saw was the battlefield as it was before that 
cry was uttered. That is, this is an example of Homer’s in- 
ability to handle artistic perspective, or rather his primitive 
way of handling it. He is giving a series of simultaneous 
scenes, but the exigencies of narrative compel him to give 
them one after the other; and as this incident is the next thing 
to be narrated, he finds it simpler to describe it as if it 
happened next. He simply goes on even when he goes back. 

The same thing applies to the episode of the beguiling of 
Zeus. All these incidents are overlapping in time, but the 
poet cannot narrate them all at the same time. The events 
that occur on the battlefield are plainly these, and in this 
order: the Trojans, led by Hector, are attacking again, and 
the Achaeans are standing firm, as related in the closing lines 
of Bk. XIII; at this juncture they are joined by Nestor, 
Agamemnon, and Diomedes, as related in Bk. XIV, 379'3^7 > 
It is at the moment, or shortly after the moment, described in 
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147-152 that the god Hypnos (Sleep) comes to Poseidon with 
the message from Hera. The three incidents then the 
impending fight at the end of Bk. XIII, the return of the 
wounded warriors, and the beguiling of Zeus all converge on 
the one point, that described in 379-390, and that point is, in 
time, immediately consecutive to the end of Bk. XIII. 

Objection has been taken to the place of the Hera episode 
in relation to Poseidon’s activities. Leaf asks : Why, when 
Poseidon has been successfully helping the Greeks for a long 
space of time, should it only now occur to Hera to come to 
his aid, and distract the attention of Zeus ? Her intervention 
should evidently have come at the beginning of Book XIII.” 
And so it has been suggested that XIII 39 to XIV 152 is an 
interpolation. But, it must be remembered, such objections 
are being looked for; these critics are trying to find passages 
to leave out; their ingenuity therefore is directed towards 
detecting any flaw in the strict logic of events which may 
serve as an excuse for a cut. Here the poet arranges his 
incidents with a view to dramatic effect; he is leading up to 
the complete disruption of Zeus’s plan in the wounding of 
Hector and the flight of the Trojans, and therefore makes his 
motivation of it a progress of emotional interest, grading 1 


up to the crisis by two steps. , T , • 

P Zeus has let his eyes wander from the battlefieU. That 

the first step. (Monro says “The sudden indifference of 

Zeus comes as a surprise: there is nothing to make it natur 

for h^ m turn his eyes away.” Certainly it is a surprise, and 

iherefore dramatical/y good; i, may even 
o a serial story stops on die edge of an apparent catastrophe. 


1 Com'panioni p. 242. 
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But it is not true that there is nothing that makes it natural; 
to i. £ character of Zeus himself as he has already been 
set before us in the poem. He is, from the pornt of view of 
those who would have the busmess of the poem carm 
through as expeditiously as possible, a maddening person 
has never shown the interest m the Trojan affair felt 
intensely by the other gods. He was forced by ' Thetis s i impor- 
tunity to adopt a definite policy towards it, but his heart 
not wholly in the fulfilment of his promise, and he has been 
distinctly casual and dilatory about it, as the critics have com- 
plained, giving the poet, incidentally, plenty of time to spread 
his scene before us. So now, satisfied that events are progress- 
ing in the promised direction, he-quite naturally for hun- 
lets his eyes and thoughts wander elsewhere in search o 
variety.) The fact of his wandering attention provokes of itself 
an expectation of some immediate effect on the battlefield. 
This is supplied just sufficiently to the extent of his lapse by 
seeing the Trojans cease to make headway. In this first stage 
the Achaeans merely check their advance and Poseidon sneaks 
about cautiously in disguise. But something more than an 
averted glance is needed to key us to hear and acquiesce in a 
complete Trojan reverse. Some new incident is not only 
logically necessary, but, more important, imaginatively neces- 
sary. An intensification of Zeus’s inattention is needed to 
make their defeat credible, and to build up an effect of climax 
in the approach to it. So to him in his idle, easy mood, comes 
Hera with her allurements; at what exact point chronologically 
during the previously related incidents does not matter; Hera 
rVw-Kpn her moment with the skill of a woman, and the 


poet his with the skill of an experienced narrator. Zeus is 
obviously off his guard and in the mood for dalliance. (The 
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deliciously humorous reminiscence by Zeus of his own mfi- 
delities helps to motivate the event; he is very susceptible to 
feminine beauty.) The episode is excellently well placed to 
break the account of the long day’s battle. Set in the midst of 
the endless fighting, there is in it the relief of beauty, of 
humour, a complete change of scene, character, tone. We are 
back in the light frivolous atmosphere of Olympus. There 
seems also, in its sharp contrast with the bitter scenes of human 
suffering, something of irony. This is the heavenly aspect of 
that desperate struggle on the plain below. Perhaps the poet 
did not intend this effect; and yet the words he gives to 
Achilles later on seem to show him aware of the contrast: 


cos 7 dp eireK'KoiaavTO '<eoi SetXoun £/>otouu, 

twetv axw^ou- avroi 5e r’ ‘^jy 525-526) 

(“For this is the lot the gods have spun for miserable mortals, 
that they should live in pain, while they themselves are without 

sorrow.”) 

The catastrophe, thus elaborately prepared, is formally 
introduced by the great three-ply simile (39«®)» “J 4 1 

told if all happens in a moment: Hector is wounded by Ajax 
2d unconscious off the field to hi s chariot; aft* a 

^fefTmnd the Trojans break and flee. The whole carefiilly 

built plan, the situation so long and laborious ^arrive 

St-a situation essentia! to the p*c-d > ° 

the story, has been dehberately jettisoned, and if the story 
foVttSd, everything wiU have to be done all over agarn. 
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T HE poet’s method of meeting the difficulty he has 
created is very simple. He is telling a story, and his business 
is to interest and delight, and he is not bound by the necessities 
of real life. Having, for the further delectation of his audience, 
broken off the development of his plot when it was just on its 
way to fulfilment, he now aims to continue from the point 
where he left it off without the tedious repetition which strict 
verisimilitude would require. He avails himself, accordingly, 
of the convenient resource afforded him by his divine 

machinery. 

Zeus wakes in the nick of time, and sees what has 
happened. But the poet does not hasten at once to his 
restoration of the battle; being a good story-teller he knows 
that a min or curiosity has been raised and should be satisfied. 
For Hera’s trick provokes more than the question: What will 
Zeus say and do when he finds what has happened while he 
slept? It raises also the subordinate question: What will he say 
and do to Hera when he discovers that she has purposely 
tricked him? Accordingly, we see him turning in fury upon 
Hera. But the resolution of the scene of the beguiling main- 
tains its note of levity. Though Zeus hints at a terrible retri- 
bution, he dismisses her unpunished to Olympus, obviously 
amused at the outrageous prevarication of her oath of denial 
and choosing to be convinced. It is further rounded off by the 
scene on Olympus. Hera has been ordered to send Iris and 

139 
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Apollo to Zeus, but the poet apparently cannot resist develop- 
ing the scene beyond the absolute requirements of the plot 
Hera’s struggle between her rage at her failure and her 
efforts to preserve her dignity is beautifully drawn, and her 
malicious attempt to get Ares into trouble, though it leads to 
nothing, was well worth putting in for its own sake. It is 
just this “finish” of imagination that makes us accept these 
events for the time being as actualities, we see them, as 

it were, in the round. 

But before Hera departs, Zeus takes occasion to give her a 
further glimpse of what he is preparing, and so the goal of 
the hearers’ interests is set forward again. Homer has followed 
this practice throughout, and, as I have noted, the artistic 
advantage is plain: one can see the significance of an event 
in a series much more clearly when one knows to what they 
are tending; one’s interest is oriented. In Bk. VIII (to go 

no further back) we had: 

oil yip irpiv TroXipou iron avoir at. ofipipos Eicrup, 

Tzplv opOcu irapd vaO^t vobioKta. HjfXeiwwi, 

; 4 ar. t<2 01 ' a* oi piv iiri paxwvra i 

ortivti kv aivoraru v ipi IlarpoicXoio 0MWTOS. 

(473-470) 

(“For Hector will not cease from batde before the swift- 
footed son of Peleus rises up beside the ships on that day 
when they are fighting at the sterns in direst straits around 

the dead Patroclus.”) 

This prophecy has coloured and pointed our reading of the 

Embassy and of Patroclus’s activity in Bk. Al. 

In Bk. XI came Zeus’s promise to Hector: 

ot Kparos eyyva.\L£(j) 

Kriivur, eis 6 iiiaotXpous ™ 

biro t ijeXios icai iri Kvepa s tipov i\Sq. 


(192-194) 
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(“I will give him might to sky until he reaches the ships, 
until the sun sets and the sacred darkness comes on. 

It is within that frame that Hector’s 
ditions for us every move he makes. 

And now we hear: 


trium 


it con- 


6 5 ’ cLvoT-noti CV iraipov 

U&tpokUV tov he KTtvti X« eatSt/iOy *E»Twp. 
tov he x°X aaipti’os urevel E Ktopa 5tos AxAXtw- 


(64-68) 


(“He will raise up his comrade, Patroclus; him will Hector 
kill; in rage for him Achilles will kill Hector. ) 

When Iris and Apollo descend, Zeus sets himself to restore 
the battle. Iris is despatched to dismiss Poseidon, who sullenly 
retires, and Apollo to revive Hector. And Homer dismisses 
the interruption to his plot as brusquely and as easily. Just as 
in Bk. VIII, he uses a god to bring the situation rapidly to 
the point he wishes. Apollo puts a panic into the hearts of 
the Achaeans. We are not to have the struggle for the wall all 
over again, so Apollo simply knocks it down and makes a way 
for the Trojan chariots across the trench (360-366). This is to 

be a struggle for the ships. 

But another loose thread has to be now picked up. We 
read (381 fi .) : “As a great wave in the broad paths of the sea 
breaks over the bulwarks of a ship ... so the Trojans with 
a great cry came down over the wall, and driving in their 
chariots fought at the sterns with double-pointed spears hand 
to hand— they in their chariots, and the Achaeans mounting 
their black ships fought from them with the long pikes that 
were lying on the decks ready for use in a sea-fight, jointed 
and shod with bronze. And Patroclus. . . At last! This 
is what we have been waiting for ever since the beginning of 
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Bk. XIV at least, when Nestor set the example by leaving 
Machaon. What is Patroclus doing? Of course Homer has 
been keeping Patroclus back for an artistic reason. He wants 
to delay his appeal to Achilles till the firing of the Achaean 
ship. It would doubdess be more natural if Patroclus had 
noticed the seriousness of the situation earlier, but then that 
w’ould have dislocated the poet’s plan of synchronizing the 
appeal to Achilles with the firing of the ship. Besides, it is 
clear that these events, though they have taken long to tell, 
have happened rapidly: Hector and the Trojans broke through 
the wall; the Achaeans, desperate, rallied and held back the 
Trojan advance; Nestor and the wounded chieftains rushed 
out to aid in the battle; Hector fell wounded and the Trojans 
were beaten back; Hector revived and led another attack, re- 
taking the wall and hurling the Achaeans back to the ships. 

That is, as we may say, what actually happened. 

But Homer has made a bold attempt to obscure any un- 
naturalness in Patroclus’s delay by speaking of two moments 
as if they were one (39^398) : “And Patroclus, so long as the 
Achaeans and Trojans were fighting about the wall outside 
the ships, sat in the tent of Eurypylus, cheering him with talk, 
and upon his wound spread remedies to soothe the dark 
pains. But when he saw the Trojans rushing over the wall 
and the shouting and flight of the Danaans began, he groaned 

and smote his thighs with the flat ot his hands. 

The poet may have “got by’ with this in the case of his 

unsuspecting audrence, but it has not escaped the dose stmrtuvy 
oh h.s later critks. “Are we to suppose then, Leaf asks 
sternly,' “that Patroclus never noticed all the disasters 
XJ 11 L) XIV, and only remarks when the wall rs earned a 

1 Commentary , ad. loc. 
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second time?” It seems to me that Homer may indeed have 
been aware of the difficulty, and has tried to cover it up by 
assuming an air of complete naturalness as he telescopes th 

two events together. . 

At any rate, this is just the right time to set Patroclus 

moving. The fight for the ships has begun, and that is o 
culminate in the firing of the ship by Hector, which happen- 
ing is to cap and clinch Patroclus’s appeal. So Homer flashes 
this scene upon us and then returns to the battle, so that we 
may feel that it is a race between Patroclus and the advancing 

lines of the Trojans. Will he be in time ? 

From this point (405) the poet sets the scene for Patroclus s 

appeal, in the desperate struggle of the Achaeans to hold bac 

the Trojans from their ships. In the description he alternates 

from one side to another, thus through the feelings ot those 

engaged making us realize the sense of crisis. At first the 

battle line holds firm (405-414). Ajax and Hector are the 

central figures. Ajax kills a Trojan who was rushing upon 

the ship with a burning brand, and Hector calls upon his 

comrades to rescue the body (41^-428). Then an Achaean is 

killed by Hector, and Ajax shouts to Teucer to shoot at Hector, 

and for a time we watch the battle from their side. At 1 . 463 


Teucer’s bowstring breaks, and, as it was new, he cries out in 
despair that the gods are fighting against them. Ajax replies 
“Never mind, get a spear and shield. The thing to do is to 
fight, whoever is against us.” Hector, seeing what has 
happened, draws the same conclusion as Teucer, and cheers on 
his men: “Zeus is on our side, their strength is diminishing. 
Fight on! Who dies, let him die. It is not unseemly for him 
to die in defence of fatherland ; his wife is safe and his children 
if only the Achaeans sail away to their own country.” 
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Then back to Ajax again, with his exhortation that the 
final decision is at hand (502-513)— a splendid and stirring 
speech as all Ajax’s are. This is followed by a general 
description of the batde (515-545), and out of it comes the 
voice of Hector urging on one Melanippus. Why should an 
unknown person like Melanippus, invented for the occasion, 
be chosen for this purpose ? Perhaps again because it increases 
the impression of actuality— gives one the feeling that the 
only possible reason Homer says it was Melanippus that 
Hector called upon must be because it really was. But also he 
is to be the imm ediate victim of Antilochus. That is all he is 
for. Antilochus is to play an important part presendy, and 
the poet begins to fix our attention upon him. So Menelaus’s 
exhortation to Antilochus answers Hector’s exhortation 


At 1 . 592 the poet sums up again the significance of diese 
events, pointing to the goal, and showing us how near it is: 
“For this was what Zeus was waiting for, to see the flash ot 
the burning ship. From that moment he was going to ordain 
the flight of the Trojans back from the ships” (599-602) . This 
may not be literally true, but it is substantially: the fir mg ol 

the ship is the signal of the beginning of the end 

Hector is fighting like a madman, inspired by the strength 
and help of Zeus, “for his time was short; already Pallas 
Athena was hurrymg on his day of destiny at the hands of 
the son of Peleus” (61*6.4). The Arpve lute however : *U 
holds (617-622). Then with a rush Hector leads anothe 
attack, and the line begms to break (623^52). And now the 
Trojans are among the shtps (653 ff-)- Homer £ holdmgta 

S fighting desperately from the ships, “He wen. up and 
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down the decks of the ships with long strides, wielding a long 
pike in his hands . . . like a man skilled in riding who 
harnesses four horses together, and drives them from the p am 
towards a great city, and many men and women marvel at 
him as he leaps from one to another, while they fly along, 
so Ajax went from deck to deck of the swift ships. Is not that 
the Ajax we have come to know? As brave as a lion, and as 

stubborn as a donkey. 

At last Hector lays his hand on the stern of a ship (704) 
and a°-ain the poet holds the moment (705-715). And Hector, 
clinging to the ship, calls for fire: “Bring fire, and all with one 
voice raise the war-cry. Now has Zeus given us the day that 

compensates for all.” 
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3^7 the exciting moment when Hector is calling for 
fire and Ajax is still chivying Trojans from the threatened ship, 
the picture of the fight fades out, and we see Patroclus with 
Achilles Achilles greets him and his woe-begone face with 
affectionate mockery: “Why are you in tears, Patroclus? You 
remind me of a little girl that runs beside her mother and 
begs to be picked up, clinging to her dress and delaying her 
though she is in a hurry; and in tears she looks up at her, to 
make her pick her up” (7-10). The implied comparison of 
himself to a mother is not without a certain grim humour, 
but, aside from that, there is something extraordinarily effec- 
tive in the tone of the speech. It is the tone of familiar 
friendship, and thus by this passing touch the poet evokes the 
emotional background that dramatizes the moment. Nothing 
has been made so far of Achilles’ affection for Patroclus, at 
die most it has been only implied. This is the first ume w 
have heard them talking together, and it is the first ume *e 
hear Achilles talking friendlily not at a tension. And .jo 

" «nt, but L to explain hi. feeltog, no, defiantly, 

bUt U telling place for maktag us think of then 

close friendship, because, m the first place, it now become 
t vifal lacJin the story and al. because »e " « 

'jSZttZ tt wor^He 
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has no notion that there is but one step between him and his 
great sorrow; but we know-or, if we don t, the poet tells us 
so (46-47) — and we see that his very affection for his friend is 

to play its part in inducing him to take that step. As soon 
as Homer says ™ (5) -“seeing his tears, he 

pitied him”— it becomes plain that conditions are favour- 
able for the success of Patroclus’s appeal. The plan ot Zeus 
is working out through the characters of the human agents. 
Zeus, we might say, did not will the death of Patroclus but, 
knowing the men he was dealing with, saw what was involved 
in the fulfilment of Achilles’ prayer. In his own way he 

recognized that character is destiny. 

This is the beginning of the repentance of Achilles. For 

by consenting to the suggestion Patroclus brings he is really 

giving up the full satisfaction of his revenge. It is just the 

letter of his resolve he sticks to, the spirit of it is broken. 

The effort to disguise this fact and to justify it at the same 

time is what causes the difficulties in his reply to Patroclus s 

appeal. The struggle in his own heart makes his speech 

illogical and inconsistent; that is, the speech is deliberately 

made illogical and inconsistent to represent dramatically and 

externally the internal struggle. 

A chill es is obstinately clinging to his wrongs, just because 
he is tempted to forget about them and go into the fight 
hims elf. Homer has already given us an inkling of this change 
of mood. On the day after his passionate rejection of Aga- 
memnon’s offer had come the turn in the battle for which he 
had prayed, and we saw Achilles no longer sitting in his tent 
proudly aloof, but standing on his ship, eagerly watching the 
battle. He was evidently even then finding his resolution hard 
to retain in its rigidity. And now Patroclus has come with a 
compromise suggestion, and he sees in it a way out of his 
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aXXa ra pkv -pOTtTvx^a*' ea aoptv' ovd apa irws rjv 
aaTrepxes K€Xo\Ciada 1 kvi <ppe(jiv' 

(60-61) 

(“But we will let bygones be bygones; it was not after all 
possible to keep anger for ever in my heart.”) 

Is he renouncing his wrath? Almost; he is on the verge of it. 
But v TOl 7 6 — “verily I did say . . He cannot do it; he 

has committed himself. His pride conquers his desire. And 
then he hurriedly seizes on the suggested compromise, 
illogical as it is (64-69). As he describes the necessity which 
forces his hand, one can feel in his words the satisfaction at 
the proof it affords of his vital importance to the Achaeans 
clashing with his irrepressible desire to see the Trojans once 
more flying before him; he cannot really bear to see them 
triumphant. And as that feeling, that strong desire, rises in his 
heart, with a childish but natural petulance he turns his resent- 
ment at his enforced inactivity against the ultimate cause of it, 
Agamemnon. “It’s all Agamemnon’s fault.” It has been 
absurdly objected to the clause ^ ^ 'Ayapkpi'uv ijiua elSdrj 

(“if Agamemnon dealt fairly with me”) that it is hopelessly 
inconsistent with the facts of the case, considering the 
sending of the Embassy. 1 Of course it is. Homer no doubt 
assumed that his audience would remember the Embassy, 
would interpret Achilles’ words on the understanding that 


1 “The words of Achilles are entirely inconsistent with the ample 
and indeed abject humiliation of Agamemnon in IX. This is not a mere 
superficial inconsistency such as may be due to a temporary forgetfulness; 
it is a contradiction at the very root of the story. To suppose that the 
same intellect which prepared the embassy to Achilles in the eighth book 
and wrought it out in such magnificence and wealth of detail in the 
ninth, could afterwards compose a speech, so different and yet so grand, 
in entire oblivion of what had gone before, is to demand a credulity 
rendering any rational criticism impossible. ,, Leaf: Commentary . 
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it had taken place, and therefore take them as revelatory of 
his mood at this juncture, that is, would see that he is still 
being perverse and foolish. The contradiction is not “at the 
root of the story”; it is in Achilles’ mind. It is, ultimately, 
Agamemnon’s fault that Achilles finds himself involved in 
his present difficulty, and the realization that he has been a 
fool not to accept Agamemnon’s offer of reconciliation would 
make him not less angry, but more, with the man whose 
injustice has put him into this quandary. These words are 
his explanation or justification to himself of why he is not 
doing what he plainly longs to do. As the glorious picture 
of the Trojans flying before him crosses his mind, he asks 
himself, as it were, why he does not do it ; and, in exasperation 
at feeling how he has tied his own hands, makes out, in 
defiance of the facts, as men have a habit of doing on such 
occasions, that he is still acting on principle, he is still pro- 
testing against rank injustice. 

Then, as he contemplates the facts of the situation as it 
now is, another realization arises in his mind: 

oil yap TvStidta ) Aiopridto* tv Tca'Ka.pyoL 
fjaivtTa l kyx** 1 ! Aavacov o-to Xoiyov apDi'ai 
ov8e to) *A Tpetdeo) ottos IkXvov avdrjaavros 
kxOprjs & Ke<f>a\rji' aXX' "Eicropos avdpwpovoio 
Tpajoi K&evovros TtpiayvvTat, oi S’ a\a\r}T$ 
irav 7 reSLov KaTkxov<Ji y paXV Axatous 

aXXa icai a>s, D arpoKXe, v&v air 6 \01y6v anvwv 

epT€<r y kTucpark&s. 

(“For not in the hands of Diomedes, son of Tydeus, rages the 
spear to ward off destruction from the Danaans ; nor have I 
vet heard the voice of the son of Atreus shouting from his 
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hated head; but all round rings the voice of man-slaying 
Hector urging on the Trojans, and they with their yelling fill 
all the plain, as they vanquish the Achaeans in battle But 
even so, Patroclus, fall mightily upon them and ward off 

destruction from the ships.”) 

That aXXa Kal 3>s (“but even so”) shows the direction in which 
his thoughts are running. He sees that if he consents to the 
intervention of the Myrmidons under Patroclus he is giving up 
his contemplated revenge when the goal is actually in sight. 
His plan, we can conjecture, had been something like this: to 
take no part whatever with the Achaeans as such; that is Aga- 
memnon’s concern; let them see to what he leads them, what 
he is worth. He himself, as a free and independent prince, will 
not interfere with the Trojans until they attack his own 
separate, independent camp. This is to be his triumph; when 
he, acting simply for himself and his army, has defeated the 
Trojans (and we must believe that he has no doubts about 
his success), he will be in a position to dictate his own terms 
to the defeated Agamemnon. To intervene now means that it 
will still be Agamemnon’s army that is victorious, whereas 
what he wants is that Agamemnon should be unequivocally 
defeated and therefore completely discredited, and that he 
himself, acting separately and on his own initiative, should 
be contrastingly victorious. By that, and that alone, he feels 
his honour can be vindicated, his shame wiped out, and his 
revenge completed. Everything is now in train for just that 
result. The Achaeans, without him, are on the verge of 
complete disaster. What he longed for, or thought he longed 
for, is just going to happen. . . . “But even so, Patroclus, fall 
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mightily upon them and ward of? destruction from the ships.” 

But there is another thought disturbing him. He is not 
only throwing away his chance of the full revenge he con- 
templated when it is actually within his grasp, he is risking 
his whole position; if Patroclus is too successful, Agamemnon 
may not renew his offer of gifts, and Achilles will be simply 
left in the lurch, like Meleager in Phoenix’s story. That is 
part of his thought, but there is something more — a sudden 
fear or foreboding for Patroclus, which he hesitates to 
acknowledge. Three times he urges him to confine himself 
to driving the Trojans from the ships. First he solemnly 
impresses upon his friend the importance of restraint on his 
part for his leader’s sake (83-87) ; and, not satisfied, puts it in 
another form as if he hoped the repetition would ensure his 
obedience. Again he repeats his order, and this time gets 
nearer to his real anxiety, but still keeping it vague and 
general : “Do not in the excitement of the fighting lead on to 
Ilios, lest some god step in; Apollo loves them very much; 
but turn back when you have brought salvation to the ships, 
and leave the fighting in the plain to others” (91-96). Then 
the thought he has been repressing breaks out incontinently: 
“Oh, Father Zeus and Athena and Apollo, would that neither 
a single Trojan might escape death nor any Argive, but that 
you and I might come out alive, and all by ourselves destroy 
the towers that veil the head of Troy!” A sudden passionate 
outburst against the net of circumstances in which he feels 
himself entangled-hatred for the Trojans because of the 
danger to his friend, hatred for the Achaeans because by reason 
of his quarrel he cannot go in Patroclus’s place. “I wish we 
were rid of the whole lot of them, and there were just you 
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and I and glory.- A plague on both their houses!’ ” Illogical, 
wrongheaded, even absurd, the whole speech is, no doubt, 
but all the same magnificendy dramatic as the intensely 

imagined depiction of a complexity of feelings. 

“Why is it,” asks Monro , 1 “that Achilles allows Patroclus 

to come to the aid of the Greeks but will not aid them him- 
self? ... It must be admitted that it is difficult to account for 
the action of Achilles on an intelligible principle, and still 
more difficult to trace any such principle in the text of Homer. 
What we do find in Homer is the art by which this want of 
motive is disguised. The sending of Patroclus in place of 
Achilles is first heard of in the eleventh book, where Nestor 
suggests a reason for it. ‘If,’ he says, ‘Achilles is held back by 
fear of some warning given from Zeus, let him send thee 
forth.’ This is duly repeated by Patroclus, and Achilles at 
once answers that that is not the reason of his holding aloof 
from the war. But he gives no reason which does not equally 
tell against sending Patroclus. His answer is virtually the 
confession of the poet that there is no reason. Yet the two 
speeches (20-100), though they do not logically account for 
the action of Achilles, nevertheless furnish it with a tolerable 
poetic motive. That is to say, the entreaty of Patroclus, and 
the reason that he gives are sufficient to prepare us for what 
follows and to remove the sense of harshness which entire 
absence of motive would involve.” 

Is this a complete account of the matter? “A tolerable 
poetic motive” — is that all the poet gives? While it is true 
that according to strict logic there is no reason and that in 
that sense Achilles’ speech “is virtually the confession of the 

1 Vol. II, pp. 307-8. 
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poet that there is no reason”, yet what the poet has made it 
show is that Achilles himself is the reason. 

A character is ultimately made out of the requisite inci- 
dents of a plot or story, and Achilles is, in part, what he is to 
meet just such difficulties in the motivation of what is re- 
quired by the given plot. Thus a story may gain depth and 
emotional perspective and power through its difficulties and 
illogicalities, and perhaps this sort of problem first forced 
upon a story-teller attention to character-study. When a 
man’s required actions carry their motives on their face, one 
need not go beneath the surface; but when for the purpose of 
the plot he must act surprisingly, when the story calls upon 
him to act in one way at one moment, in a totally different 
way at another, and in a different way again at a third, the 
story-teller may either let it go at that, trusting to the excite- 
ment of the events to carry him through, or he may be led 
to seek in a diversity of incidents a diversity of motives and 
so develop a complex personality. He integrates the various 
and perhaps conflicting turns of the story in the mind of the 
actor as manifestations of a complex personality, which, there- 
fore, if compellingly projected, seems to have a life indepen- 
dent of the story and to cause by its own conflicting motives 

the diverse turns ot incident required. 

However that may be, this is what Homer has done here. 

He has transferred this irrationality in the story to the mind 
of Achilles with immense gain to the tragic significance of 
the story. Supposing he had dodged this difficulty-let us 
say, by representing Patroclus as acting on his own initiative, 
borrowing Achilles’ arms unasked and leading out the im- 
patient Myrmidons—, would not the significance and impres- 
siveness of the sequel dwindle at once? Gone would be 
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Achilles’ realization that he had sent Patrodus to his death, 
gone therefore almost all the agony of mind which displays 
itself in the ruthless brutality of his revenge. It is essential o 
the effect (and effect is paramount, logic is subordinate to 1 ) 
that Achilles should be tortured with the thought that he 
was responsible for Patroclus’s death; and so the absence of a 
logical reason appears as the positive presence of conflicting 
and illogical passions in a complicated, many-sided personal- 
ity, out of which comes with complete convincingness the 

Achilles of Bk. XXII and the Achilles of Bk. XXIV. 

Their conversation is interrupted at this point to show 
what is going on at the ship meanwhile (101). It is remark- 
able that the scene in which Achilles is shown still holding 
back from his comrades’ desperate battle for life is placed 
between the two pictures of Ajax’s magnificent stand m 
defence of the ship the Trojans are attacking. It seems as if 
the poet were determined to thrust Achilles conduct into the 

worst light possible. 

Then comes Hector’s great moment, solemnly marked by 
an appeal to the Muses. Ajax s spear is shorn in two, and the 
fire runs along the ship. The picture flashes out, and we see 

Achilles seeing it: 

avrap 'AxtXXc&s 

pTjpo) 7rX?/fd/x€^os II aTpotcXrja tv poa eenrev’ 

“opo’eo, buoy eves Harpo/cAecs, . . . 

Xevauw Si) irapa vrjvat tt vpos brjtoLO Uotjv’ 
pif bi] vijas eAaxrt /cat ou/cert <t>vKTa ireXoiVTat,’ 
bvaeo Tevx*& Oacrcrov, eyo) be /ce \adv ayeipo), 

(124-I29) 

(“And Achilles smote his thighs and spoke to Patrodus: ‘Up, 
Zeus-born Patrodus, ... I see the rush of deadly fire by the 
ships. Up! lest they take the ships and there be no more hope 
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of escape! Get on your armour quickly, and I will gather 
the host.’ ”) 

At this exciting point the poet holds up the action, not by 
an interruption this time, but by making us stop to witness 
all the details of the preparation. We see Patroclus putting 
on his armour piece by piece ; since he is arming, as we know, 
for his death, this is a solemn moment, and rightly dwelt 
upon. And it is Achilles’ armour he is putting on. “Only 
Achilles’ spear he did not take” (140); our attention is drawn 
to this because there will come a time when Achilles is arming 
and the great spear is all that is left of his old equipment. We 
watch the horses being harnessed; Achilles’ immortal horses, 
Xanthus and Balios, are pointed out to us, for they have a 
part to play in the sequel; and Pedasus, the trace-horse, we 
are told, was among the spoils taken in the capture of Eetion’s 
city. Then we turn to the Myrmidons who under the direction 
of Achilles are mustering, fierce and hungry for batde. All 
these things, we can see, would in fact have to be done, and 
would take time, and the maddening slowness of it may 
perhaps be said to reproduce the feeling of the impatient 
actors themselves. Certainly the delay prolongs and sharpens 
the suspense, and gives us time to realize the great signifi- 
cance of the occasion; but one can hardly resist the suspicion 
that in much of what follows ( 16S-256) the poet is deliberately 

teasing us— especially 173-197* where he Usts the chief °? cerS 
of the Myrmidons, and actually sketches the pedigree of two 

of them ; and the sudden halt, when the force is apparently 
going forward (210-220), to watch every movement of Achilles 
as he goes to get the precious cup from his tent and cere- 
moniously cleanses it and himself before pouring a libation 
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to Zeus (220-232) . However that may be, Achilles prayer and 
the poet’s comment thereon (233-252) sharply rivet our atten- 
tion again on the thought of the critical point we have reached 

in the story. 

Then at last ( though not till we have seen the cup restored 
to the chest) comes the charge of the Myrmidons. Their 
sudden onset and the appearance of Patroclus dismay the 
Trojans; they give back from the burning ship, and the fire 
is put out. The other Achaeans come pouring out from among 

the ships; 

cos 5’ or* a<t> ’ v\f/rj\rjs KOpv<t>rjs opeos peyaXoio 

KLvrjar) irvKivrjV v€<pe\7jv arepoTr^yepera Zeus, 

eK t e(f>avep iraacu anomal Kai irpotoves ax poc 

Kai vairaiy ovpavoQev <$’ dp’ vireppayr] aair eros aiCrjp t 

cos Aavaoi vrj&v pev airoiaapevoi drj'iov irvp 

tvtOov avervevaav. 

(297-302) 

(“As when from the lofty summit of a great mountain Zeus, 
the lord of lightning, moves a thick cloud, and there shine 
out all the peaks and sharp headlands and valleys, and to 
heaven opens the infinite sky; so the Danaans, having thrust 
back the deadly fire from the ships, for a little breathed again.”) 

The battle is handled in the usual manner. The first 
struggle, while the Trojans are making a stand, is described 
comprehensively with various victors and vanquished listed 
(303-363). A storm-simile heralds the flight of the Trojans, 
and this is supported by another and more extended one that 
pictures the wild confusion (364-393). The narrative then 
begins to narrow down to the exploits of Patroclus as he 
sought to cut off the retreat of the Trojans, and at 1 . 419 one of 
these spreads into an episode — the slaying of Sarpedon. 



THE STORY OF THE ILIAD 


I5» 

As was noted earlier, one of the difficulties that faced the 
poet was to supply his heroes with victims worthy of their 
prowess without killing off prominent persons in the story; his 
subterfuges in this regard have been very successful, for no one 
has ever felt that the poet has been restraining himself in the 
matter of bloodshed, and yet when one comes to count them 
up, one finds that he emerges at the end with only two 
casualties among his major characters, viz., Patroclus and 
Hector. His handling of Sarpedon is perhaps the most notable 
example of his subterfuges. He has built him up for this 
one purpose, and has established him in our minds as a 
remarkable and attractive figure. The disadvantage of so 
doing, namely that the audience may resent the sacrifice of 
a person they have come to know and like to what is after 
all an incidental requirement of the story, he turns to enor- 
mous advantage. As Sarpedon comes to the fore now and 
we suspect that his role here is what it is— to give glory to 
Patroclus—, the poet, sensing our feelings (perhaps through 
his own), gives them expression in the words of Zeus, to 

soften the shock, to mitigate our resentment (433'43 8 ) : “ All > 
woe is me, that it is the loved Sarpedon’s lot to fall beneath 
the hand of Patroclus! My heart is divided, and I am con- 
sidering whether I shall catch him up out of the fight and set 
him down safe and sound in Lycia, or let him fall now 

beneath the hands of Patroclus.” 

We all applaud Zeus’s reluctance, and if such had been 

the poet’s plan when he gave Sarpedon so notable a person- 
ality, we hope that he is thinking better of it and will fin 
another way. In Hera’s reply comes the rebuke of the 
ruthless artist in Homer to his own apparent hesitation, 

i p 0 ets are not always so conscientious. See Raleigh’s Shakes?*** 
d. 14.8, on Barnadine in Measure for Measure. 
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or, we might say, the poet seeks to transfer the resentment 
from himself to Hera: 


aivorare Kpovior) , 1 tolov tov pvOov tHirts. * 
avbpa bv-qrov eovra., TraXcu irti rpupevov ataj], 
a\f/ eOe\e is Oavaroio ovar, x^os t^auaXvaar, 


(440-443) 


(“Most dread son of Kronos, what is this you have said? A 
man who is a mortal long predestined to his lot, do you wish 
to snatch back from mournful death?”) 


“A man long predestined to his lot”; let us not obscure the 
point by speculations on the relation between Zeus and fate. 
This is not metaphysics but art, and the necessity is an artistic, 
not a theological one. It was by the poet that the man was 
long predestined to his lot; fate is here what the poem 

demands. 1 

Sarpedon, accordingly, fulfils his destiny and is slain by 
Patroclus. Then follows a long and desperate fight for 
possession of the body (508-665). It is this fight which 
accomplishes the purpose of Patroclus and of Zeus, causing 
the flight of the Trojans back from the camp towards the city 
(644-62). The Achaeans strip Sarpedon’s body of its armour. 
But the poet here pauses again, and makes the regret he has 
aroused serve as an excuse for a very welcome breathing-space 
of beauty and compassion in the midst of the savage slaughter : 
“Go now, dear Phoebus,” says Zeus, “and beyond the range 
of the spears cleanse the black blood from Sarpedon, and 
then far away bear him and wash him in the streaming waters 
of the river; anoint him with ambrosia, and put immortal 
robes upon him, and send him to be borne under swift escort, 
that Sleep and his brother, Death, may quickly set him down 


1 See Leaf: Homer and History > pp. 17-18. 
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in the broad rich land of Lycia. There will his kinsmen and 
clansmen bury him with mound and column, which is the 
due and glory of the dead.” It has the soothing quality, it 
is the Homeric version of “Good night, sweet prince, and 
flights of angels sing thee to thy rest.” And just as perhaps 
Shakespeare put these words in chiefly for the emotional 
satisfaction of the audience (for the tone does not seem par- 
ticularly appropriate either to the speaker or to the dead 
Hamlet), so this passage is inserted with a view to the feelings 
of the audience, even if it has also a practical use in getting 
rid of the dead body, as Leaf suggests . 1 But is it not out of 
proportion to the need? Does the death of Sarpedon matter 
to us enough to deserve so much attention? We could have 
dried our tears for him on less than this. I venture to suggest 
that the reason why Sarpedon, the son of Zeus, was chosen 
to be the prominent victim of Patroclus was because the poet 
wished to insert this passage just here. His fall naturally calls 
forth an expression of sorrow from his father and his inter- 
vention on behalf of the body. The incident may be a digres- 
sion within the episode, but it is structural in the poem. It 
gives us the emotional clew that serves to guide our feelings 
in what is to come. We are soon going to enter upon the 
cruellest, the most terrible part of the story, the slaying of 
Hector, and Homer has built up the incident of Sarpedon’s 
death into a preparatory statement of the theme to be devel- 
oped. We go through by anticipation, in miniature as it were, 
the range of emotions we are to experience on a greater scale 
through the conclusion of the poem. Here we have a death 

> Commentary, ad loc.i “The intervention of Zeus on behalf of 
Sarpedon's body was rejected by Zenodotus and the only reason fo 
doubting the at halt ns is that we should then hear nothing ol the fate ol 

the bodv.” 
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which we resent followed by a merciful picture of the broken 
body laid reverently in its native earth. There, in the closing 
books, a death which we much more bitterly resent, and, 
worked up to with immense elaboration and power, the final 
scene in which the poor abused body of Hector is at last borne 
home. The poet is beginning to attune the ear to the denoue- 
ment. The completed theme is given out compactly in simple 
outline, to focus and control our response to the major move- 
ment that is about to begin. 

After this breath of healing pity we return at once to the 
mercilessness of the battlefield. Apollo comes from his 
mission of mercy to superintend the slaying of Patroclus. 

Patroclus has forgotten the injunction of Achilles. He in 
his turn is in the power of Ate and is rushing blindly to his 
death (684-691). Homer now rapidly sets the stage for his 
death. Patroclus is fighting beneath the walls of Troy, with 
proud thoughts of himself leading the final victorious attack 
upon the city. But Apollo stands before it (as Achilles warned 
“Apollo loves them very much”). At his rebuke (707-709), 
Patroclus, like Diomedes before him, draws back, and Apollo 
gives the signal to Hector. It is of course essential to the story 
that Hector should be responsible for Patroclus’s death. 
S umm oning his half-brother, Kebriones, to act as his driver, 
he advances to the attack. Patroclus, hurling a stone at the 
oncoming chariot, kills Kebriones and lightheartedly scoffs 
at the fallen man. As he springs forward to strip his victim, 
his fate is foreshadowed in the simile that describes the act: 

otpa \eovros exo??, os re araOpovs Kepatfav 
I/SXtjto tt pos orijCos, eq re piv &\zotv a\Krj. 

(752-753) 

(“He sprang like a lion that, while ravaging the sheepfolds, 
is struck in the breast, and his valour destroys him.”) 
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—an echo of that which was applied to Hector in Bk. XII, 
41-46. 1 And so the two lions grapple: 

rd) -Trept Ke/Spiovao X SripivdyT-qv, 
a> r’ opeos KOpu<j>§cri ~epi KTCipkvrjs k\a<boto , 
dp<p co TCt^aovre, <£ poveovre fiax&rGov. 

(756758) 

(“They strove round Kebriones like two lions that on the 
peaks of a mountain fight fiercely in their hunger for a slain 

deer.”) 


And above this final battle, as Trojans and Achaeans join, 
sounds the thunder of another storm simile (765-769). 

It is now late afternoon— without turning aside, the poet 

with a word calls up a picture of the peaceful summer evening 

(779)— and the time has come for Patroclus to die. Phoebus 

was moving towards him through the throng of fighters but 

Patroclus did not see him, for he was hidden in thick darkness. 

“And the god stood behind him, and struck him on his back 

and shoulders with the flat of his hand, and his eyes turned 

dizzy. And from his head Phoebus Apollo struck the helmet, 

and it rolled rattling under the horses’ feet, and its plumes 

were begrimed with blood and dust. ... His spear was broken 

... his shield slipped from his shoulders, Apollo loosed his 

breastplate, his mind became clouded, his limbs failed him, 

and he stood dazed. Then there came behind him, and struck 

him in the back with his sharp spear a Dardaman, Euphorbias 

but he did not bring him down, and he ran back and 

mingled with the throng ... and Patroclus, mmerved by <hc 

blow of the god and the spear, drew back under cover of h* 

_ _ • r kir xrmxr rni 1 oh tht ranks, 


1 See above, p. 120. 
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and stabbed him in the belly, and drove the bronze point 
home; and he fell with a crash, and a shudder ran through 
the Achaean host” (788-822). Hector exults over him and 

jeers at him for his failure. 

The poet has piled up point after point in his description 
of the circumstances of Patroclus’s death, so that even the 
least imaginative reader must burn with indignation at the 
way it is accomplished. That is what Homer wants, for he is 
motivating the terrific fury and grief of Achilles. We can 
sympathize much better with the extravagance of his feelings 
because we too have resented the manner of his slaying. 

The final scene (843-857) explicitly foreshadows the similar 
scene in Bk. XXII, in the dying man’s prophecy of Hector s 
death. The repetition ot the same effects well shows Homer s 
confidence in his ability to control and direct the sympathies 
of his listeners to suit his immediate purpose. Here he delib- 
erately takes away from Hector the glory that would naturally 
redound to him as the conqueror of Patroclus; Apollo anc 
Euphorbus are given a hand in his death — Apollo, to allow 
of Euphorbus taking a part without diminishing the honour 
of Patroclus. The glory is all his, in that it takes two men and 
a god to overcome him. Thus Patroclus has all our sympathy 
here, and it is not qualified by any sense of the glory of his 
vanquisher. Everyone must feel at this point only a fierce 
desire to see him avenged. 



BOOK XVII 


T 


___ HE next step in the story is delayed for 761 lines 
by an account of the fight for the body of Patroclus. “No- 
where else,” says Leaf, 1 “do we feel the fighting so unduly 
drawn out. The scene is often confiised and the individual 
incidents are, with hardly an exception, not such as to reward 
us for die delay in returning to the main story, to Achilles 
and the camp, whither we feel we should be taken unme- 
diately after *e fall of Patroclus.” Precisely; that ts what we 
are ilatiemly watting for-to see Achilles receivmg die 
news of Patroclus’ s death. And again it is just when we are 
on the verge of a crisis, when we are all agog to get on, that 
the poem lingers to add detail after detail. Like so many 
storytellers after him, Homer thinks the great moment comes 
ore tellingly from being delayed. And this time we cannot 
? t done in order to find room for additional material; the 

Leal mearis by say g thj^ ^ ^ ^ ^ of necessi r, m 
whatt y has® U on= here the hght * ~ £ 


Companion, p. 286. 
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for some time been preparing a place for is the making of 
the new armour for Achilles-“the source of the great disturb- 
ing element” running through Bks. XVI and XVII. 1 hat 
is the real reason why Patroclus was sent out in Achilles 
armour— to lose it and so necessitate the preparation of new 
armour. Therefore it is essential for the poet to describe the 
taking of the armour from Patroclus’s body; that must be 
made an event. 1 And also his body must be rescued, for if 
the Trojans possessed it, Achilles would not afterwards be 
able to hold back Hector’s body. The poet then has to 
describe how tire body of Patroclus was rescued and yet the 
armour taken by the Trojans. Out of these two necessities 
(chiefly) he has built up the fabric of the part we call Bk. 
XVII. Instead of relating them as briefly as possible, he makes 
as much of them as he can on his usual principle of ampli- 
fying whenever he can find or make artistic justification for it. 

That he has here justified it is amply proved if we read 
straight on and do not regard these books as separate units. 
The poet is preparing for one of the great moments in the 
poem — the return of Achilles. The final salvaging of the 
body of Patroclus is to be due to Achilles himself. Therefore, 
to lead up to that, to make it necessary and fully effective, he 
must give the impression that the struggle for the body was 

1 It is perfectly clear that the armour is not taken from him until 
1 . 125 of this book, and there is no discrepancy with Bk. XVI. What 
happens in Bk. XV I is described in 11 . 793-804; his helmet is knocked 
off, his spear broken, his shield slips from his shoulders, and the fasten- 
ings of his breastplate break; and it is to that Patroclus refers in 1 . 846. 
It is the most crudely literal interpretation to say that this means Apollo 
has actually removed his armour as a triumphant enemy would do. 
Patroclus means that he was practically unarmed when Hector stabbed 
him because all these mischances had happened to him. 
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very desperate, very difficult, and hence very prolonged. As 
we study his plan, we can see the thin g growing in his hands. 
It is never his way, as we have seen over and over again, 
merely to state that a batde was very desperate or prolonged, 
nor to describe it in a massive, comprehensive way. He makes 
us feel it as such. He builds it up by a number of vivid 
incidents centred round the exploits of definite persons, so 
that our eyes follow the battle by following this or that 
individual figure, and thus each moment supplies a litde 
plot of its own to engage our attention while the general 
impression is being created. That is, a battle is shown to be 
desperate by makin g us watch a number of desperate little 
struggles, and is shown to be prolonged by prolonging it 
through a multiplication of such personal incidents. That 
is his method throughout the poem, and one of the secrets of 
his power. We are always feeling the story for ourselves, never 

just listening to it being told. 

This batde also undoes what Patroclus had accomplished, 


bringing the Trojans back across d 
thus the stage is cleared for Achilles 
be observed, we are beginning to 


1 See Monro, vol. II, p. 323: “Patroclus having led the Greeks far 
across the plain of Troy, it becomes necessary to bring them back, on the 
one hand to show the immediate effect of his fall, and on the other han 
because the fullest room has to be left for the impending victories of 
Achilles. Again, the book serves to prepare us for the scene in w 1 
Achilles hears of the death of his friend. This, the critical moment m 
the historv of the wrath, is intentionally delayed, obviously with the 
view of raising expectations to the highest pitch. The poet even stops 
in the middle of the desperate battle over Patroclus to tell us that 
Achilles had not yet heard the tidings. The successive steps taken y 
Ajax and Menelaus, and the shock which the message gives to Antilochus, 

have the same poetical purpose. 
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sequence of events as we had in the case of Sarpedon The 
theme is being reinforced. As Sarpedon’s fall was followed 
by the long struggle for his body and the taking of his armour 
so the fall of the much more important Patroclus is succeeded 

by the longer struggle for his body. 

Thus, though these incidents are not individually necessary, 

cumulatively they are; and since therefore he has to concoct 
incidents, we must admit that he shows remarkable resource 
in inventing variations on the same general theme. The poem 
is not only longer but richer for this multiplicity of little 
incidents. It is interesting to observe out of what he con- 
trives them. To begin with, he is restricted in the matter of his 
personnel; Agamemnon, Odysseus, Diomedes are wounded; 
though they returned to the field at the beginning of Bk. XIV, 
it was only to encourage the others. It is true that the poet 
has no scruple about healing wounded men as he needs 
them, but here he has his reasons for keeping them hors de 
combat} Therefore the most prominent that he has left are 
Menelaus and, of course, the incomparable Ajax. These with 
such min or figures as Idomeneus and Ajax, son of Oileus, 
must bear the brunt of this struggle, must form the centres 
of interest. 

At the end of Bk. XVI Hector has been lured away from 
the dead body by the hope of capturing the famous horses of 
Achilles. Menelaus rushes to its defence. He is attacked by 
Euphorbus, and kills him. As Euphorbus had a hand in the 
slaying of Patroclus, his fate is an appropriate theme to make 
an incident of here. In fact it may be said with confidence that 
Homer chose him instead of a more prominent Trojan as the 
co-slayer of Patroclus, because he was intending to have him 

1 See below, p. 194, on XIX, 47 f. 
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killed here and now. He has been characterized with this in 
view. He is very young, is having his first taste of real 
fighting (XVI, 8n), and having enjoyed astonishing success 
quite genuinely feels that the taking of the arms of Achilles 
is not an honour in excess of his merits. Thus does Homer 


work up this litde incident and give it an interest of its own. 
The youth of Euphorbus makes it what it is, as explaining 
his extraordinary cheek in claiming the spoils as his right, 
Menelaus’s bantering tone — “Good God! a man oughtn’t to 
boast lik e this. Why, a panther, a lion, a boar, is not so fierce 
as these sons of Pantheus . . . now, you had better ran back 
or you’ll get hurt” — , the boy’s fury at hearing that the man 
before him is the slayer of his brother, which spurs him to 
strike and so forces Menelaus to kill hi m , the suggestion, so 
pathetic now, of his youthful vanity, as you picture him before 
the battle laboriously dressing his hair; and then the poet very 
pleasingly pats him on the back, does honour to the passing 
of the gallant young spirit by a simile which sounds more 
emphatically the recurrent note of regret at the destruction 
of youth and beauty: 


olov 6k Tp&}>€i tpvos aviip tpiJriXls eXai rjs 
\wpu ev otoroXa), ol aXis avafiefipox^ >p, 
xaXop TTjXcraop* to bk re Trvoiai bovkovoi ^ 

TavToUdV a vkpojv, xai T€ ffpvei avdel Xcvko) 
k\db)V b f t£airiFr,s avepos acv XatXaxt ttoXX§ 
dtfpov r kikoTpefre xai ya.Lv- 

(53-58) 

(“As a man grows a healthy young olive tree m a special 
place, where there is plenty of water— a fair thing, full of life, 
tossed by the breath of every wind, and covered with white 
blossom ; suddenly a wind comes with a mighty blast and 
wrenches it from its place and stretches it upon the earth. ) 
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While Menelaus is stripping off Euphorbus s armour, and 
the other Trojans round are hesitating to attack him, Apollo 
recalls Hector, and Menelaus, seeing him approaching and 
knowing that the others will no longer hang back it Hector 
attacks, sees no recourse but to withdraw and get help, that is, 
to get Ajax; onlv he can be equal to the task they ha\e before 
them. It is during this absence that Hector takes Patroclus s 
armour, and as Ajax and Menelaus return he is in the act of 
dragging awav the body. On seeing Ajax he drops the body but 
withdraws with the armour to his chariot, and orders it to be 
taken to the citv, while Ajax bestrides the body with Menelaus 
by his side. Glaucus, thinking that Hector intends to drive 
away, turns furiously upon him; he is of course certain that 
Sarpedon's body has been taken to the Achaean camp, and is 
anxious that the Trojans should have that of Patroclus to 
exchange against it (160-163). Thus does the poet get matter 
for this enlargement from the events of Bk. XVI. Hector 
now astonishes the critics by doffing his own armour and 
putting on that of Achilles. But his intention in so doing is 
made perfectly plain. Glaucus has taunted him with being 
afraid. “Afraid, am I?” says Hector in effect. “You watch” 
(179), and he goes and puts on Achilles’ armour. He is not 
only going to attack Ajax, but he is going to flaunt his triumph 
in the free of the defenders of the body. Zeus’s comment 
on the ominous significance of the act keeps before us the 
thought of Hectors approaching fate, 

Ajax, seeing the Trojans approaching, bids Menelaus call 
for help, remarking simply that it is not now a question of 
the body of Patroclus, but of their own lives; it does not 
occur to him to withdraw. Ajax, the son of Oileus, Ido- 
meneus, Meriones, and many others hasten to their assistance, 
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and the real battle for the body begins, announced by the 
great simile: 

cl's 5’ or’ C7T l Trpoxojjai buirerkos iroTapoio 
(3e&pvx ev peya Kvpa ttotI poov , ap<pi 5e r aKpai 
rjloves fioowaiv kpevyopevijs a\ds e£a>. 

(263-265) 

(“as when at the outpourings of a rain-fed river the great 
waves come roaring against its stream, and the high shores 
round boom to the bellowing of the sea outside.”) 

A darkness falls round the group, intended by Zeus to help 
the defenders or at least to shelter the body. So he did also in 
the fight for Sarpedon’s body (XVI, 567-568); the parallel is 
maintained. The struggle is described at length from 1 . 274 to 
1 . 425. The fortune varies from side to side. First the Trojans 
press back the Achaeans and get hold of the body. But Ajax 
rallies them and scatters the Trojans. This is followed by the 
description of the death of an individual Trojan, balanced by 
the death of an Achaean. Then it is the turn of the Trojans 
to give back; they are rallied by Aeneas, who reminds them, 
at Apollo’s instigation, that Zeus is on their side. Again some 
individuals are noted, Achaeans and Trojans as before being 
exactly balanced. At 1 . 370 we are given a glimpse of the rest 
of the field in the clear sunlight, and see for a moment the two 
sons of Nestor, Thrasymedes and Antilochus, fighting in 
ignorance of the fall of Patroclus ; then we return to the 
equal struggle for the body. The poet is thus making us feel 
the length of the struggle, varying it from side to side, going 
away from it and coming back to it. At 1 . 401 we are reminded 
of Achilles and of the great moment that is bemg postponed. 

Then the horses of Achilles are used to supply another 
incident. They are refiising to move either back to the ships 
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or forward to the battle, because they miss their usual dmer 
Patroclus. The picture of the mourning horses is no doubt 
intended to show the general sorrow at Patroclus’s death. 
Their grief rouses the compassion of Zeus, that they, unmortal 
creatures, have been doomed to share the sorrows of miserable 
men (443-447). But, he announces, they are not to be captured 
by Hector, and once more we are reminded of the purpose 
of Zeus in regard to him and the Trojan success: 

ert ybp <T<t>un 6pe£u, 

KT€LV€LV t CIS 6 K€ vijOS kv<J<J&pO\R &4>tKO)VT&i 

8vy t r)e\i os xai €irt nvkty is up6u 

(453-455) 

(“For still I will grant glory to the Trojans, to go on slaying, 
until they reach the ships, until the sun sets and the sacred 

darkness comes on.”) 

This is Hector’s day of glory, and the sun has not yet 
set. The poet is going to show that only Achilles can save the 

Achaeans. 

The horses, inspirited by Zeus, suddenly begin of their 
own accord to play their usual part in battle, and we have an 
amusing picture of Automedon borne helplessly hither and 
thither, now charging into the thickest of the throng, now 
fleeing before the press of foemen, until, near the place where 
the conflict for the body is taking place, Alcimedon hails him 
and asks what on earth he is doing. Automedon explains his 
difficulty and apparently manages to stop the horses. Alci- 
medon mounts the chariot, and Automedon descends to take 
part in the fight. Hector and Aeneas turn aside from the 
body to attempt the capture of the horses. Automedon calls 
upon the Ajaxes and Menelaus, and a variation is made by 
describing their staving the Trojans off from the horses. 
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They return to the defence of the body. Athena, through 
the mouth of Phoenix, strengthens the determination of 
Menelaus. Apollo does the same with Hector, and Zeus gives 
the signal for the advance of the Trojans back to the ships 
(593-596). The Achaeans begin to break. Idomeneus flees 

from the field. 

Ajax now sees that their one hope of saving the body is to 
get tidings to Achilles (640), and looks round despairingly 
for some one to send. He can see nothing beyond the 
immediate struggle because of the darkness, and angrily calls 
upon Zeus to let them at least die in the light. The poet 
characteristically, finding his picturesque device now in the 
way, invents this magnificent method of removing the 
obstacle. He knows how to load his rifts with ore. 

Zeu irarcp, a\X a oil pvaai irv’ n'tpoi uias ’Axaiwi-, 
■Koiqoov S’ aWpyv, S6s 5’ 6<t>ea\poiaiv!Sko0ai 
iv St d>a«i xai oA eaaop, eirei vii tol tvaSev ourcos. 

(645-647) 


(“Father Zeus, deliver the sons of the Achaeans from the 
darkness ; make it clear, and grant us to see with our eyes 
Slay us if you want to, but at least let it be in the light ) 

At this sublime rebuke, Zeus, who apparently finds it difficult 
to remember which side he is on, or, at least, to keep the 
balance between his promise and his ultimate intuition, hasdy 
removes the darkness, and Menelaus at the bidding of Ajax 
goes to look for Antilochus. Now we see why Homer J^ 

caUed to him at intervals from the beginning of the fight 
around the ships in Bk. XIII, and in Bk. XV, 570, ^ 

f ... Koc Anuaht of him as the fitting messenger. 
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is most reluctant to weaken die defence of the body : 



tber 


and before he goes urges the chief men left to remei 
Patrochis they are defending. 

^ v9p ns kvTjeirjs TLarpoicKijos SetKoto 

pvijaaaOc? iraaiv yap brlararo peDuxos ttvai 
*v tods k&v’ vw al Oavaros ical poipa Kix&r&>- 

: ; (670472) 

(“Now let everyone remember the kindliness of poor Patroc- 
lus; for he was gende to all in his life, and now has death 

found him.”) 

t r. - . •' W " # 

It is very noticeable that Homer here and hereafter keeps 
stresting the attractiveness of Patrodus’s character. For now 
is the time when it is effective for us to realize it. 

MpBftlana , having seen Antilochus start for the camp, 
rffiims sn Ajax, and they make a desperate attempt to carry 

the field. Menekus and Meriones lift it upon 
while the two Ajaxes strive to hold back the 
the poet drops the curtain on the scene in a 



similes, in, which each group of participants 


turn. 


• 




* • 
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1 O Achilles, watching the Achaeans pouring back 
in flight across the plain, with dread growing in his heart, 
comes Antilochus, and in three sentences tells him all: 


Keirai II a rpoxXos, vckuos 617 a nQinaxovrai * 

7 vfivov arap ra ye revx V ex« KOpv9aio\os 'Efcrap. 

(20-2l) 

(“Low lies Patroclus ; he is dead, and they are fighting about 
his naked body; Hector has his arms”) 

The leisureliness and fullness of Homer’s style are so marked 
that his terseness, when it comes, has a quite extraordinary 
force. Every one can see how dramatically right it is here. 
No doubt if we had had a long speech with a foil recapitu- 
lation of the events of Patroclus’s death and the struggle to 
save his armour and the body, we should have been ready to 
overlook, on the grounds of convention, foe absurdity of 
Achilles waiting till it was over to drop to foe ground in his 
grief But Homer is surely seeking and certainly achieving 
something finer than foe mere avoidance of unnaturahiess. 
These brief, sharp sentences reproduce for us foe effect o e 
news on Achilles. Put thus, we, though we already know foe 

facts, get foe effect of a sudden, stunning blow. 

The difficulty that confronts every story-teller who works 
up to such a moment as this is not to let foe audience down 
when the moment comes, to achieve foe height of his 

climax. It is comparatively easy to build up » 

dramatic moments; foe problem is to make foe effect ade 

174 
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quate to the expectation. This is one of the supreme crises 
of the poem and must be felt as such. We are expecting 
Achilles to be as extreme in his grief as he is in his wrath, 
and, besides, the scene prepares us for the dreadful sequel; it 
is in the strength of this wild grief that Achilles goes forth 
to battle; it makes the fitting prelude for the slaughter he is 
to inflict upon the Trojans. 

Homer does not fail us; he follows the artistic crescendo 


of feeling unfalteringly to its climax; unlike many poets in 
similar situations he takes his top note at foil voice and does 
not drop to a different key and express the extreme of grief 
by not expressing it, trusting to the effect of surprise to 
compensate the hearer for the artistic disappointment. 1 Homer 
has not shrunk from the endeavour to express the extreme of 


grief, and the passage stands out as one of the poetical high- 
lights of the poem. The poet elicits by his words the foil 
quality of Achilles’ emotion, the whole significance of the 


scene. 


1 The sort of thing I mean ma y be illustrated (unfairly) from 
Shakespeare: Romeo receiving the news of Juliet’s (supposed) death 
(Act V, Sc. i), or Antony the news of Cleopatra’s (Act IV, Sc. 14). Of 
course the conditions are entirely different. Shakespeare has to put suit- 
able words into the mouths of Romeo and Antony. He must express the 
emotion through the words of his actors. It is great and right that Homer 
makes Achilles say nothing, for utter speechlessness is in fact the extreme 
manifestation of overwhelming feelings. But it would never do for 
the dramatist to take refuge in a stage direction “Antony falls to the 
ground.” The difference is that the narrative poet can describe Achilles 
falling to the ground. That is the point, we must have the emotion 
expressed in words; otherwise the poet is deserting us at our utmost 
need, asking us to imagine the feeling for ourselves. The dramatist is at 
a disadvantage because, precluded from intervening himself, he has to 
express the emotion without going beyond the bounds of reasonably 
convincing human speech; he has to show by the actor’s words that words 
fail him. 
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Real grief is sheer pain, and in its manifestation an ugly, 
disfiguring thing. This fact Homer has conveyed in his 
description of the action of Achilles, but he has made his 
expression of it supremely beautiful. While Achilles falls, 
the poetry lifts; the magic of perfect diction is invoked to 
create the impression of beauty in somet h i n g that is in itself 
painful and even repellent. It is the triumph of Homer that 
one reads this without thinking of the art of it; it is hidden 
by the apparendy effordess simplicity of his expression; one 
feels that the reason it is expressed thus is because it 
happened thus, that he has just used the simplest and most 
natural words to describe what happened, and therefore that 
the effect of beauty produced is not something added by art, 
but inherent in the thing described. It is added by art, and yet 
the impression created does represent a reality too— the essen- 
tial beauty of the feeling that lies behind the distorted face 
of grief. This effect is achieved by the sheer surface beauty 
of the words. Without disguising or palliating the unlove- 
liness of its external manifestations, nor turning aside to 
nt the poet, by surface means, pierces beneath the 

surface, and not by intellectual means to the intellect, but by 
the simpler, surer ways of direct emotional suggestion creates 
within the imagination a sense of the presence of that inner, 
essential beauty. By what magic it is achieved it is impossible 
to say. There are devices we can point to, such as the in er- 
weaving of contrasting words that suggests the beauty and 

power now fallen and marred: 

\apiev 5’ $<rxvve Tpotrwov' 

v«rap«? hi Xirin peXao'’ T&pr). ^ 

* It is naturally impossible to reproduce the effect in English as it 

AJz Sr .r 


co 


Mill 
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It is a dreadful and awe-inspiring sight, awe-inspiring because 
of the contrast, because the beauty is marred, the power fallen 
—Achilles, the unbending, mighty hero, so strong and beauti- 
ful and proud, humbled in the dust. And perhaps the most 
magic line of all is 

a\>rds 5 * kv Kovirjai fieyas neya\a urrl ravvadeis 

K€LTO. 

(26-27) 

(“Low too he lay, the mighty, stretched full length in the 
dust”) 

In the echo here of the HarpoicXos D f line 20 the 
intensity of his unutterable, bitter remorse seems compre- 
hended and conveyed as the most explicit statement of it 
could not have expressed it. 

There is no doubt that the strong impression of beauty 
made by this passage is due largely to the fact that this note 
is sustained and reinforced in the immediately succeeding 
lines. The grief of Achilles having risen to its culmination in 
his exceeding bitter cry (35), the poet suddenly follows it up 
by a passage which is almost nothing but beauty of sound. 
His cry has its echo in the depths of the sea, and in a moment 
we are for away from the bloody field of Troy. There are 
those who choose to reject the catalogue of Nereids because 
“it is rather in the manner of Hesiod than Homer.” (These 
interpolators certainly had a great sense of style.) It is, to 
my mind, a stroke of perfect poetic judgment; a list of lovely 
names that by almost nothing but lovely sounds conjure up 
a lovely scene, comes to heal the pain. It is just the relief and 
release of feeling that was needed; the strain of thought is 
for the moment completely lifted, and the min d finds rest 
and refreshment in sheer beauty that requires not the slightest 
effort to apprehend it 
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The effect is still further enhanced, I venture to say, by the 
fact that this scene in the lovely world of goddesses and sea- 
nymphs reflects the scene by the ship of Achilles. When 
Achilles falls to the ground before the shock of grief, the 
handmaids that he and Patroclus had captured flock about 
him with cries of sorrow, 

\ep<j i 5e vaaai 

<TTT)9ea T€Tr\TjyOVTO 

(30) 

(“They all beat upon their breasts”) 

At the sound of Thetis’ cry the sea-nymphs flock about her: 


tuv Se Kai apyvffreov TrXrjro crxcos’ at 5’ apa rraaat 
arriSea TeTrXrjyovTO. 

(50) 

(“The silvery cave was filled with them; and they all beat 
upon their breasts.”) 

The pictorial and verbal echo seems to strengthen and yet 

soften the mournfulness of the former scene. 

As Thetis rises from the sea in response to her son s cry, 

there rises with her the memory of her former coming when 
she promised to convey his prayer for vengeance to the throne 
of Hus. As that scene necessarily comes back to the mind, 
the poem responds to the recollection; it comes back in the 
words The verbal repetitions do not wake the recollection, 
Tey are the memory recording itself What Homer wants to 
ensLe our realizing is the foil tragic irony of this gnef-stncken 
tZc grovelling in the dust. This is Achilles’ prayer translated 
X Jahty The events so far recorded have been the slow 
working out of the promise Zeus made in answer to fos prayer, 

touTLch hi/promise has had to find its tormons wa ? . 
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And now it is fulfilled ; gods and men have put forth all their 
strength to thwart it, but the will of Zeus has prevailed. There 
is nothing now between the Achaeans and destruction but the 
arm of Achilles; everything else has been tried and has failed. 
Achilles’ highest hopes have been fulfilled, and there he lies 
in bitterest agony of soul. The events which the prayer to 
his mother long ago set going have run their course. The 
wheel has come full circle, and, to mark its revolution, there 
rolls back with it a repetition of that fateful scene. The initial 
act rises before us visibly in its consequences. 

So this was how the wrath of Achilles was to be allayed — 
not by gifts, as Agamemnon and the army thought, not by 
the humiliation of Agamemnon, as Achilles thought. The 
thing that stops it is the wrath of Achilles. By the simple 
device of the repeated motif we are made to look back 
through the long vista of events and see that we have reached 
a terminus, and yet that it is not a terminus, but a fresh 
beginning. The wrath of Achilles has taken a new direction. 
Achilles himself now takes the situation in hand; he seeks 
no promise and asks no help. It is Thetis who insists on the 
necessity of new armour. 

Thetis’s coming also reminds us of Achilles’ approaching 
death. As always, she brings the thought with her. This 
association the poet stresses here in Thetis’s words before she 
comes to Achilles (52 ff.), and the reason for underlining the 
point appears in her reply to his vow of vengeance: 


G)KVflOpOS 8rj fJLOl t T€KO$, €CT<T€CU, oV dyOp€U€LS’ 

avrUa yap tol eweira ped* "Etcropa iroT/xos eToipos. 

( 95 - 96 ) 

( Swift-doomed indeed you will be, my child, the way you 
talk; for straightway after Hector fate is waiting for you.”) 
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as possible. Having at last, through a masterly, if intermittent, 
manipulation of circumstances and characters, brought about 
the fulfilment of his promise, he is content for the moment 
to let nature take its course, and when Achilles appears at the 
trench, Zeus recognizes, in this unexpected but wholly satis- 
factory addition to the programme, the hand of Hera, and 
ironically congratulates her on her success in stealing a march 

upon him (357'359)- _ 

The reappearance of Achilles is splendidly staged. It is a 

great moment in the poem, and the poet has risen triumph- 
andy to it. Leaf calls the passage “one of the supreme pieces 
of poetical imagination which the world has brought forth . 
avrdp WxiXXeuy wp ro ( 203), — “And Achilles arose”. Can any- 
one who has read the poem through from the beginning with 
even a half-interest miss feeling a lifting of heart at the words? 
It is after all for this that we have waited and watched. And 
Homer does not let us down; he does not leave the reader’s 
imagination to do his work for him. Again he takes his top 
note at full voice, expresses the greatness of the occasion. What 
he says is, as always, very simple, very concrete, but there is 
something in the sound and orchestration of the language 
that reproduces for the hearer the effect he is describing. First, 
a burst of stately music, rich and elaborate and tremendous in 
volume (203-214); a pause — a plain statement of fact (215- 
218); then the long-drawn ringing note of a trumpet-call 
(219-221). The reader’s heart stands still too. 

What Homer has expressed here by the metaphor 01 the 
miracle of Athena’s aegis, and the cloud of fire blazing from 
his head, by the great simile of the beacon-fires, and the 
ringing voice, is the mysterious power of a great personality, 

1 Companion, p. 298. 
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“In Achilles”, says Lascelles Abercrombie, 1 “chiefly lives 
Homer’s sense of the goodness of life. It is personal ascend- 
ancy. Homer has no need to explain what this is, nor to say 
why it is good. There it is, for him; heroic virtue, the one 
thing in life good past all mistake, the unaccountable and 
irresistible prowess which men like Achilles announce by their 
mere presence before us.” That is what he has sought to 
communicate here — the effect of Achilles’ presence. The 
storm-cloud of the goddess about his body, the blazing golden 
cloud that she lit above his head— these things are not Homer’s 
attempt to account for the splendour and the effect of his 
appearance, to explain them; they are “his sublime metaphor 

of inexplicable virtue.” 

And so under cover of his presence the body of Patroclus 
is brought into the camp (231-233). Then 

’H0U ov 6’ axapavra flour* is totvicl *H pi} 

TTt/il/'CI ' 'Q.KtO.VO'iO pOOS (LtKOVTa vk^odai. 

(239-240) 

(“Hera sent the unwearying sun to the streams of Ocean, 
being reluctant to depart”) 

Leaf has prosaically seized upon this statement to support his 
theory of a shorter original poem: 2 “The supernatural short- 
ening of the day seems to imply that this passage belongs to 
the early form of the M*«s, when the day which began 
with Bk. XI did not contain the same extraordinary number 
of events we have now seen forced into it.” A feeble argu- 
ment in itself, because even an hour can have an extra- 
ordinary number of events crowded into it, which would take 
more than an hour to describe. The day is obviously drawing 

1 Uea of Great Poetry , pp. 150-1. 

2 Commentary , ad loc . 
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to its close (it was late afternoon when Patroclus fell) and 
the postponement of the sunset for a few minutes or even 
an hour would not make the difference between the credi- 
bility and incredibility of this crowded day. Nor, observe, 
is it necessarily implied that the day is shortened ; Homer does 
not say so; it is quite as reasonable an interpretation of ^the 
words to understand that the sun was lingering beyond its 
proper time. All the poet says is that Hera sent die sun down 
“being reluctant to depart”. But the particular interpretation 
of the words is not important. The point is that Homer wants 
to make this sunset an event, he wants us to notice it, to 
remind us that it marks a vital moment in the poem. He 
forces us to dwell upon the setting of the sun by himself 
thus dwelling upon it and emphasizing it; we remember with 
a start what this sunset signifies. It is the end of Hectors 
triumph. That was the promise of Zeus to Hector at the 
beginning of the day, “I will give him might to slay, until 
he reaches the ships, until the sun sets and the sacred darkness 


yy 


comes on , 


8vt) t rjeXios tcai €7r i KV&pas Upov e\6j}. 


(XI, 267) 


That is why the sun is reluctant to depart; it feels, and 
therefore makes us feel, that it is signing Hector’s death- 
warrant. And that is why it is Hera who hastens it on its 
way. For it is she, not Zeus, who is glad that for Hector the 
sands have run out. And so, with that preparation, the simple 
words veXtos tJ-iv i&v (241) come like a note of doom, and 
our thoughts are full of Hector. 

And accordingly at once we see Hector. The scene shifts 
to the Trojan camp, but there is no shifting of our thoughts. 
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It is Hector we are thinking of, and to Hector the poet turns. 
We hear Polydamas advising him to withdraw the Trojan 
forces into the city, and Hector rejecting his advice — a motif 
we have heard before, the significance of which therefore is 
immediately obvious. The wise counsellor is again unheeded; 
Hector has not learned by his former experience, but we have, 
and we see that it is indeed, as Andromache foresaw, Hector’s 
own courage that destroys him. For the proud words he here 
speaks actually in the sequel stand between him and safety. 
The poet leaves us in no doubt as to the purport of the scene; 
eK yap <j<$>€b?v <+>pevas etXero ElaWas \Stjvtj is his com- 

ment— “Whom the gods will destroy, they first make mad.” 
The purpose of this incident with its menacing associations 
is plainly to stir in the auditors excitement and foreboding 
for the morrow. That is the way Homer holds his poem to- 
gether ; he makes the event he is recording bring up the past 
and point forward to the future. It is obviously an excellent 
method in a long poem composed for listeners. The foil 
effect of an incident depends upon remembering some past 
event, and listeners cannot turn back to refresh their memories. 
He therefore shapes the incident so as to roll up the pertinent 
past along with it; he depicts the present as the past turning 
into the future, the growing significance of things past as the 
event to which they are moving becomes nearer and clearer. 

We have seen how naturally, how necessarily, these last 
two scenes-the return of Achilles and the Trojan assembly- 
have followed upon the departure of Thetis, but in a sense 
they have been an interruption, and, as less carefol artists 
would say, we must now return to Thetis and the errand on 
which she started. But Homer does not ,erk the mmds of 
his audience about in that fashion; he shifts his scene oft , 
it is true, but that is because he has his eye on the emotion 
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continuity, not on the factual. Monro says: 1 “The interval 
between the meeting of Thetis with Achilles and her arrival 
at the house of Hephaestus is filled by incidents of a sub- 
ordinate character. The changes of scene are frequent, and 
there is little interdependence between the action that goes on 
at different places. The Trojan assembly, the lament of 
Achilles, the dialogue of Zeus and Hera, and the making 
of the new armour are more or less contemporaneous. 
Moreover, the transitions from one to another are not made 
with the smoothness that belongs to the Homeric manner. 
A critic should always be careful to stand back and look 
at the whole picture. The point I have been making is that 
the rapid shifting of scenes is directed to maintaining this 
very smoothness of transition. I have already noted this in 
the shift from Achilles to the Trojan assembly. The narrative 
follows the flow of the thought. So now he does not turn 
abruptly from Hector to Thetis; he keys us back through 
Achilles to the mood in which we saw Thetis depart. As the 
Trojans in the infatuated mood inspired by Hector’s words 
prepare their supper round the fires in the plain, we hear, as 
they do, the sound of lamentation for the dead Patroclus rise 
threateningly from Achilles’ camp (314-315), and Achilles’ 
vow of vengeance (333-342) answers Hector’s proud words. 
The shifting of the scene is accomplished without any emo- 
tional jerk by the splendid simile which points the juxtaposition 
of the two opposing scenes: 

03 S T€ Xls T)VytV€iOS, 

(J pa 6‘ bird cncvpvovs kXafafioXos apiracrj) avijp 
v\tj$ e k Tviavfjs' 6 8k r axvvrai verrepos kXdojv, 
iroWa 8k t ay Kt eirrjXde per avepos IxvC epevvuv, 
el iroOev e^evpot pa Xa yap dptpvs xoXos aipel. 

1 Vol. II, p. 337 . 


(318-322) 
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(“As a bearded lion, whose whelps a hunter has stolen out of 
a deep wood, mourns, when he comes, to find them gone, and 
follows his track across hill and dale, seeking him, for bitter 
wrath has hold of him.”) 

It should also be noted that the scene in Achilles’ camp 
(343-353) picks up and carries on the theme of reverent care 
for the dead body which was dwelt upon in the case of 
Sarpedon, and which is to play so large a part in the horror 
and the beauty of the closing movement. 

In these last three scenes too the poet is dropping the 
curtain on the events of the day, and for our satisfaction 
disposes of the various groups and characters with whom we 
have been concerned, so that we feel that a natural pause has 
come in the action. Of the tone of the brief scene between 
Zeus and Hera (356-367) I have already spoken. It is right 
and proper that we should hear Zeus comment on Heras 
interference, to finish off the hint suggested about the secret 
coming of Iris, to confirm the smile with which the intelli- 
gent noted it. But the scene also helps effectively in making 
die transition to the next topic. With the re-introduction of 
the gods our thoughts naturally return to Thetis, and Hera s 

very words make us think of her errand. 

Of the effect of the concluding passage of the book Miss 

Stawell has given a perfect appreciation 1 : “Then we pass, if 
Homer may lead us, from the strain of these sights, from the 
places of battle and death and agony, away to the peacefhl 
home of the gods and the marvellous smithy of Hephaesms. 
The effect of the change can hardly be over-estimated We 
have had a day of crowded emotion and excitement, we ave 

1 Op. cit.y pp- 68-70. 
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felt the rush of conquest and the terror of defeat; our hearts 
have been torn with sympathy for each side in turn, for the 
doomed Troy, for Hector, for the Achaeans in their dread, for 
Achilles in his punishment. We are at the very heart of the 
tragedy. The evening has come, and there is a natural pause. 

“The terrible day is over, and the sacred darkness has fallen, 
and now with no undue abruptness, still united to the tragedy 
by the mournful figure of Thetis, we are gently taken away to 
the starry house of Hephaestus and the fairy world of handi- 
craft and rest. Like the similes in the battle, the change at 
once relieves and heightens the tragic impression of the whole. 
And the effect gains in breadth and grandeur by the character 
of the scenes that are inlaid upon the shield. Why are they 
described in such fullness and with such exuberant delight? 
Not merely because the poet wanted to make a magic piece 
of workmanship in the fashion of his day, but because at 
this moment his mind turned instinctively for rest and 
strengthening to larger pictures of life, away from tire passion 
and turmoil of these individual sorrows to general views of 
other lives in peace and war, to other battles and sieges, to 
marriages and dances, and trials at law, to vintages, and 
plowing, and all the work of the fields. Troy may fall and 
Achilles’ life be wrecked, but the world goes on as before. 
The tragedy is at once more pathetic and more bearable when 
seen in the larger setting.” 

That is in every particular a just estimate. The poet has 
ingeniously seized on the opportunity afforded by the making 
of the arms to put before us, just where it is most telling, a 
picture of the larger life within which the tragedy of Troy 
takes place. He lifts our eyes from their concentration upon 
the battlefield to the contemplation of other scenes which 
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remind us of the fullness and variety of life; it is a breathing- 
space in the battle, in which we have time to look around us 
and remember that this is only an incident in the busy world 
of human activities, that “though Troy may fall and Achilles’ 
life be wrecked, the world goes on as before”, and in that 
remembrance there is at the same time relief of emotional 
tension and yet a heightening of expectation through the 
holding back of the long awaited crisis, and also a deepening 
of the poignancy of the tragedy by seeing it thus against the 
large, indifferent background of the wider life of the world. 

There is no simpler or clearer illustration of “the art of 
amplification’ as employed by Homer than this interlude. 
It would seem that there is no restriction, that anything that 
strikes his fancy at the moment is thrust there and then into 
his poem without regard for the requirements of his story. 
And yet this careless profusion of interests does not cause 
confusion. The Iliad is, in this respect, a triumph of artistic 
audacity. The poet has tried to include too much— and he has 
succeeded. The story is never lost, nor even disturbed, by these 
vagaries. The explanation is very simple. The poet’s method, 
just considered as a piece of literary engineering, may be 
described as the device of the single plane. All the asides and 
“interpolations” of unnecessary matter he projects upon the 
single plane of these few days’ action. This device enables 
him to wander without confusing his listeners; they always 
know where they are because they are always in the same 
place. Stories of other times and distant lands take their 
place on the scene of action as reminiscences of persons en- 
gaged in the action and with reference to it. As we have 
noted, the long past preliminaries of the story are priced 
into the first day's fighting. A series of raids earned out b, 
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Achilles earlier in the war, by which his greatness as a warrior 
is built into the background of our thoughts of him, is 
described by incidental allusions. And of the world that 
lies away from the battlefield, the world of nature and of 
human life generally, he gives us vivid glimpses by means of 
similes, which in their place are both pictorially and dra- 
matically effective. Through such similes the poet unob- 
trusively unfolds the background of his story, so that we feel 
its action not is an isolated event played upon a specially 
prepared stage, but as something taking place in the real 
world of ordinary men and women. We can feel the whole 
life of the Homeric world stirring and moving and going 
on its way behind the events of the story, giving depth and 
reality and colour to its action. The countryside with its 
farms, vineyards and pasture lands, scenes of hunting and all 
the homely crafts, nature in its beauty and calm, and in its 
storms and terrors — we are thus enabled to see it all without 
straying from the battlefield. 

So here the poet pauses in his tale, turns aside from the 
subject of his poem, to describe in a series of set pictures this 
world behind the scenes. The way he does it illustrates almost 
concretely what I mean by the device of the single plane. 
He shows us the life of man outside the story of the poem, 
but he puts it on the shield of Achilles, which is well within 
the storv. 
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OW that we are on the verge of the promised 

meeting of Achilles and Hector, Homer proceeds to hold it 
off, and he actually manages to postpone it for more than 
1500 lines. It is the same principle of construction as we saw 
at the end of Bk. XII. When the story has roused an excite- 
ment and expectation great enough to last for a considerable 
length of time, it is then that he judges it safe to make it wait 
w hile he crowds in his additional material; the impetus the 
story has got, he apparently thinks, will carry it unimpaired 
through a great mass of minor incident. Thus here, having 
cleared the stage for the culmination of the story the meeting 
of Achilles and Hector— he proceeds to work in some of the 
extra material he has on hand. I do not mean to imply that the 
expansions are introduced just for the sake of the delay. Their 
mam object may be to swell the poem to the desired length 
so that instead of skill in condensation what was required of 
the poet was skill in amplification, skill, if you hke, in 
padding. And as this portion of the Iliad Bks. XIX to 
XXI_is perhaps the most striking instance of delayed action, 
it offers us an excellent opportunity to estimate his skill in 
padding, how, that is, these excrescences on the story, besides 
holding it back at the crises, are themselves shaped and 

moulded to form the giant limbs of the whole org^m_ 

We must bear in mind also that the effect on us s different 
from what it would have been on Homer’s original audience 
They did not know, as we do, that the meeting of Achilles 

IQO 
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and Hector comes in Bk. XXII, and that we are only in 
Bk. XIX now. For them therefore he is holding off the 
crisis from moment to moment; he brings it near and then 
removes it again, blocking and re-blocking the action by more- 
delay. Thus they would be carried through what follows by 
the constant excitement of what is to happen on the next 
page, as it were; we read without hope of getting to the point 
till Bk. XXII begins. And whereas to many of us it is 
perhaps the prolonging of a task, to his proper audience it is 
the prolonging of an entertainment, and their exasperation at 
the continual postponement would be the pleasant exasper- 
ation that comes from intense interest. 

The subject of Bk. XIX— the renunciation of the wrath 
— is indeed integral in the story. It is only the length to 
which the description of it is carried that makes it retard 
the story. In fact this book constitutes a kind of picture of 
what the poet is doing at this stage— the story struggling to 
burst through and get going, and being blocked and quenched 
by some other material being flung upon it. That the poet 
is fully aware of what he is doing, fully realizes the exasper- 
ation he is causing by his long-windedness, is shown by his 
representing Achilles as exasperated almost beyond endurance 
by the very thing that is exasperating us. That is, he uses our 
feelings to make us understand Achilles’ feelings, and drama- 
tizes and hence relieves our impatience by giving it utterance, 
and so creates in us a better understanding of and sympathy 
with Achilles’ mood when he drives out to the battle. 

Achilles, having received the armour from his mother, 
summons the Achaeans to assembly, and formally renounces 
his wrath in a speech which voices his own and our impatience 
to get on with the action. Agamemnon’s reply strikes the 
first note of delay in the long and curious story about the 
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birth of Heracles. Achilles in his brusque reply dismisses the 
question of the gifts as unimportant now, and again presses 
to get on with the story without all this talk: “But now let us 
think of fighting at once; it is no time to be sitting here 
spinning things out and delaying; there is a great deed yet 
undone” (149-150). There can be no question who has the 

sympathy of the audience here. 

Odysseus now intervenes, and proceeds to lay before us 
and the assembly a program of necessary delays. First, he 
points out that the army has not breakfasted yet, and takes 
some time arguing on the disadvantages of fighting on an 
empty stomach. And he is not at all ready to accept Achilles 
view about the gifts; and quite rightly; there is a principle at 
stake. He does not want an unfortunate precedent created. 
All the formalities must be observed. The gifts are to be 
brought ,0 the assembly that all the Aehaeans may « see <hem-, 
Aeamcmnon is to restore Bnseis and take oath that he has 
treated her with the respect due to another man s property; 
then he is to give Achilles a feast of reconciliation. His impl.- 
f a "on is that Achilles' personal desrre in the matter has 
“thing to do with die ease. It is his duty to the commumty 

,0 accept the full and ^^““d Tie' others wart 

where £5“ “‘g^ bmught and ceremomouj 

A the oath given with solemn sacrifice. A 

prospect Achilles bursts out: “Surely you should postpone all 

they lie mangkd 1 *«e : w^ ^ ^ ^ ^ Aehaeans fight 

calling men to o^ ^ f ^ sun pre pare a great meal, 

tr/- shafi huve avenged the shame. Till then, down my 
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throat at least neither drink nor food shall go; my friend is 
dead; in my tent, hacked with sharp bronze, he lies with feet 
towards the door, and his comrades mourn around him. 
Wherefore in my heart is no thought of these matters, but of 
slaying and blood and the groans of dying men” (200-214). 

But Achilles finds that the force of custom is too strong 
even for him, and he, and we, have to submit to watching the 
solemn, unhurried performance of all these threatened rites. 
And when it is all over, and Briseis is restored, and has duly, 
and very beautifully lamented Patroclus (Poor girl! the story 
has left her far behind ; she who had been the casus belli is of 
no importance now; our feeling about her is covered by 
Achilles’ brutally indifferent “Would that Artemis had slain 
her on that day when I took her at the destruction of 
Lyrnessus!”)— when all this is finished, and the Achaean 
host begins to move out to the plain, and Achilles arms, and 
drives forth to the batde, no doubt those first hearers mur- 
mured “At last!” They did not know what was to come. 

Thus, so far, the delay is intensely dramatic, and has 
distinctly increased the feeling of excitement, just as the fury 
of Achilles has grown by his enforced inaction. It makes, as 
I have said, an excellent dramatic preparation for his entrance 
to the batde. The very fact that he has been delayed increases 
his eagerness, as the very fact that we have been delayed 
increases ours. The delay does more than delay; it transmits 
to us the impatience of Achilles. 

This is the beginning of the last movement of the Iliad, 
and it opens with the same acdon as the first: Achilles 
summons the Achaeans to an assembly (cf. I, 53-54). 

The speech of Achilles (56-73) is brief, straightforward, 
and unadorned, in dramatic contrast with the designedly 
laboured speech of Agamemnon which follows. These are 
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dramatic speeches, dramatically realized; I mean, not only is 
what each one says appropriate to the situation and the 
speaker, but also the way he says it, the manner of the speech, 
reveals the mood of the speaker. In the case of Achilles, one 
feels by the careless indifference with which he dismisses the 
subject how utterly insignificant the whole business of Briseis 
and his quarrel has become. Because of this “girl of whom 
he speaks so contemptuously now, he has almost brought the 
whole Achaean cause to irreparable disaster. Hundreds of 
good men have perished who might be alive now, as he 
himself notes (61). What his tone shows, of course, is not 
that he is indifferent to these facts, but that he is indifferent 
to this tedious business of reconciliation. His mother has 
pointed out to him the necessity of formally renouncing his 
wrath, and he is going through with it as quickly as he can. 
The sublime arrogance of his attitude is brilliantly thrown 
into relief by the preceding picture of the wounded chieftains 

painfully limping into the assembly (47-53)- ^ 1S to suc ^ 
men, Homer thus makes us realize, that these words are 

addressed— to men who in the peril caused by his action have 
valiantly been facing death, and bear on then bodies the 
marks of that desperate struggle. There is not a trace of 
shame or apology in his words-nor of the defiance in which 
a smaller man might try to cover up his sense of guilt. He 
has no sense of guilt ; he speaks with the self-confidence, no 
of impudence, but of a man who is perfecdy sure of his 
position and his importance. “Personal ascendancy-the un- 
accountable and irresistible prowess which such men announce 
by their mere presence.” Because he feels this asondan y 
himself, he speaks as he does, and so makes us feel it and 

realize that all the assembly feel it. 
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To my ear there is an individual note about almost every- 
thing Achilles says. In whatever mood he speaks the words 
seem to be his own, not the poet’s. The full force of a unique 
personality is felt behind them, whether as in the great speech 
in Bk. IX he is pouring forth his indignation, or, as in Bk. XVI, 
struggling with conflicting emotions, or, as here, absorbed by 
a single determination. There is a vehemence and directness 
about them, a strange and indescribable ruthlessness of 
utterance that makes his voice unique, and so creates in us 
the sense of a real, living personality. 

Even the dullest reader must be struck by the contrasting 
tone between Achilles’ speech and Agamemnon’s reply. “The 
disjointed character of all the exordium of Agamemnon’s 
speech seems designedly to portray the embarrassment of his 
position, and indeed vividly expresses the peevish nervousness 
of a man who feels in the wrong and is under the disadvantage 
of following a speaker who by his frank admissions has won 
the sympathy of the audience. He makes various attempts to 
start his speech, but does not fairly see his way till line 86.” 1 

But Agamemnon suffers under another disadvantage. It 
has been made a point against Bk. IX that in this speech, 
when Agamemnon is presumably trying to make the best 
of his case, he does not plead the strongest point in his favour, 
viz that he had spontaneously offered reparation and that 
Achilles had rejected it. The only possible excuse for intro- 
ducing such a plea would have been to prove that Bk. IX 
belongs to the poem; dramatically it would have been entirely 
inappropriate. For Agamemnon’s greatest difficulty is pre- 
cisely that he must say nothing in his defence that would 
tend to offend the irascible Achilles. He must be careful not 

1 Leaf: Commentary , ad loc. 
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to impute any blame to him. It is the consciousness of that 
which mak es his speech so l a m e. He is, in consequence, 
nervous. He must make a public apology to Achilles and 
does not quite know what to say. And so after fumbling 
about for an opening he falls back on the same plea he had 
used in Bk. IX, that he was in the power of Ate when he 
wronged Achilles, which is no more than saying that he 
acknowledges now he was mad to behave as he did. It does 
not excuse him, except in so far as it is an excuse to say that 
all men are subject to these accesses of passion which blind 
them to all considerations save the satisfaction of their passion; 
and he desperately fills out his speech by relating the story of 
how the spirit of Ate came among men. But, having thus 
said nothing at impressive length, he cannot forbear at the end 
hinting, with a kind of peevish irony, at what he might say 
if he could: 

tat ey&v, ore 5 ij a ure nkyas nopvOaLoXos ^Eicrup 
' Apytlovs oXaccoKCV ext Tpvfivyai veevaiv, 
ov Bvvaprjv AeXad&rQ' ’Attjs, g Tcp&rov a aadrjv. 

(134-136) 

— “when again Hector was destroying Ar gives, I could not 
forget the madness that possessed me” — , just. not saying that 
the first time Hector was successful, he had put aside his 
anger and tried to make amends. And this indirect reminder 
is immediately followed by a direct reference to the embassy: 

6wpa 6* hyuiv o5« xain-a xapa<rX€P«% ocraa rot e\0a)v 
x6t evi cXto-tnot? vTkaxtro 5tos ’OSuaoeus. 

(140-141) 

(“I am here to offer all the gifts which Odysseus yesterday 
promised in your tent.”) 
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Achilles’ curt co mm ent (146-153) admirably underlines, 
for the hearer, the nature of Agamemnon’s speech, and shows 
us how he has been chafing at all this unnecessary elaboration 
of a simple point. 

Then an attack upon his impatience comes from another 
quarter. Odysseus’ interference and the rest of the business 
of the assembly bring out the point that on the original issue 
Achilles has been right and Agamemnon wrong. Odysseus’ 
insistence is due to his anxiety to protect the rights of the 
subordinate chieftains. As he remarks, when he has listed 
the due formalities to be observed: “And you, son of Atreus, 
will be more righteous hereafter in the case of another; for 
it is quite right that a king should make amends when the 
fault of a quarrel lies with him” (181-183). 

Nor is the lament of Briseis for Patroclus mere delay. It 
too creates its artistic justification. Her return to Achilles must 
be signalized in some way, for it puts the seal on the recon- 
ciliation, it marks the end of the quarrel begun in Bk. I. 
And how can it be better signalized than by showing its sig- 
nificance in relation to the present situation? The price 
Achilles has paid for her restoration is the life of his friend. 
The poet does not point this out to us; he makes us feel it 
by bringing the two — Briseis and the dead Patroclus — into 
relation with each other. And by this means too he makes the 
closing of the one set of events part of the forward move- 
ment of the poem. For, just as the taking of Briseis was the 
exciting cause of all the previous events, the death of Patroclus 
is the exciting cause of all that is to come. The poem takes 
on fresh life from the death of Patroclus, and so the passing 
of Briseis and the fading of the momentum given the poem 
at the outset is made to contribute to the fresh moment um it 
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has received in the sorrow for Patroclus. For that Briseis 
should thus feel that she has lost a friend both indicates the 
attractiveness of his character, just when the realization of 
it is most effective (making us the more sorry for his death), 
and carries our thoughts to Achilles and the infinitely more 
that loss must mean to him. And so her lament leads naturally 
and effectively to the renewed picture of his grief (303-337), 
that we may see him set out to his revenge under the imme- 
diate impetus of his profound grief, the thought of which, 
so prominent in Bk. XVIII, has been somewhat obscured, 
of necessity, by the interruption of the assembly scene. The 
poet is doing all he can to increase the pathos of Patroclus’s 
fate, so that we may give Achilles a good send-off as he drives 
into the battle. 

The arming of Achilles (369-391) recalls verbally, point by 
point, the arming of Patroclus in Bk. XVI. That is the poet’s 
way of making us realize the thoughts that are torturing 
Achilles as he puts the pieces on. Achilles arms, and behind 
we see in memory Patroclus arming. We know his thoughts 
not by being told what they were but by thinking them. By 
the repetition one set of words conveys two trains of thought 
at the same time. And Achilles’ rebuke to his horses (400-403), 
which concludes the explicit descripdon of his preparations, 
is that underlying thought, which has been haunting him 
(and us), coining to the surface. The two levels of thought 
join in this utterance and proceed together in the thought 
that Achilles too has been preparing his own death. It is in 
order to find means to make this point explicit that Homer 
endows Xanthus with speech. Thus we are reminded again 
as we watch Achilles drive triumphantly into battle that he 
is, as I have said, in his erroneous, unchristian way, consciously 
and gladly, laying down his life for his friend. 
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* 7 / FITS summons all the gods to Olympus, and gives 
them permission to take what part they like in the ensuing 
battle. His motive is, he says, to strengthen the resistance of 
the Trojans to Achilles, that he may be prevented from 
destroying Troy before the appointed time (26-30). This is 
really the poet m akin g an excuse for holding back the meeting 
of Achilles and Hector until he is ready for it, and giving 
notice that the story is going to be diverted from its expected 
course. 

“The plan of the book,” says Monro, 1 “brings out one of 
the contradictions which are the stumbling-blocks of critics, 
but which really lie deep in the nature of epic poetry. 
Achilles is burning to avenge his friend; he ought therefore 
to seek out Hector and bring his quarrel to a speedy issue. 
Instead of this he is drawn away into a slaughter of Trojan 
rank and file, with incidents which occupy two books. The 
reason is that the poet has to fill his canvas. The death of 
Hector must not stand by itself in the picture, but form the 
climax of the last and greatest of the days of battle. The 
difficulty is met by the Olympian assembly at the beginning 
of the book. The gods that are friendly to Troy are again 
left free to act, and their interference brings about the due 
retardation in the course of events.” 

1 P- 365, vol. II. 
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That is, when he says “the poet has to fill his canvas”, he 
means not simply that he has to keep his poem from ending 
too soon but that the account of the slaying of Hector 
requires as its setting the rout of the Trojan army. That has 
to be depicted in some way, and it is the way chosen he refers 
to when he says that this book “brings out one of the contra- 
dictions which are the stumbling-blocks of critics but which 
lie deep in the nature of epic poetry”. It is the way of epic 
poetry, he means, to elaborate even its minor points, because 
here some account of the preparatory exploits of Achilles is 
required, to use it as an excuse for including additional inci- 
dents in his poem. Having said so much jusdy and truly, 
Monro promptly him self falls over the stumbling-block he 
has warned others against, and proceeds to reject the passage 
describing the meeting of Achilles and Aeneas on the score 
of its being one of the contradictions which, as he has claimed, 
Ue deep in the nature of epic poetry. But I am not concerned 
with the considerations he adduces as marking this incident 
as an interpolation. It is quite possible that the Iliad has been 
formed in part by the working together of many once 
separate poems, and the fact, if it is a fact, that in this 
instance the joining shows through is a matter of purely 
superficial interest. For the poem I am examining is just this 
conglomerate which is and has always been the Iliad and 
which was put before the world in this form with the inten- 
tion of being understandable as one coherent story. My object 
is to consider the purpose ol this insertion, and that must be 
measured by its effect coming where it does, always keeping 
in mind the nature of epic poetry as it has already been 

exhibited throughout the poem. 
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Where many of the searchers for the “original poem run 
off the rails aesthetically is in assuming that by showing that 
a passage is unnecessary to the intelligibility of the story they 
have thereby shown that it is not necessary in the poem. For 
to say that it is not necessary to the intelligibility of the story 
is not the same as saying it is not necessary artistically. Of 
course the story must be intelligible and reasonably consistent, 
but the art of narrative does not lie there. A reasonable con- 
sistency is merely the preliminary condition within which 
the narrator must exercise his art. That is directed to making 
the reader see and feel the significance of the story as nearly 
as possible as he himself does. He aims to record and com- 
municate the full quality of it as it affects his imagination, 
and the incidents and speeches he puts in and the way he 
arranges and develops them are the means by which he 
seeks to transmit these effects into the imagination of others. 
The appropriateness of a passage should be estimated primarily 
by reference to this purpose. Only when so doing are we 
studying the art of a story. We should look beneath surface 
effects of logic and necessity, and remember that, as Aristotle 
said, “faults” are right in a work of art if through them the 
end of the art is better attained. A narrative poem must be 
consistent up to the point that this is necessary to support the 
emotional effect; one thing must follow from another accord- 
ing to necessity or probability, not for the sake of the logic, 
but to supply a “frame of reference” for the emotional effects ; 
and logical discrepancies may be even desirable if through 
them these effects are enhanced, and are allowable in so far as 
they do not disturb by intellectual doubts the imaginative 
response of the hearer. 
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Undoubtedly the temperature of the poem seems delib- 
erately lowered in this book and the next, and at this critical 
point we are asked to move on an inferior plane of interest. 
Looking at the last movement as a whole, one can see in a 
general way what the narrator’s idea was in doing this. It is 
not only that he wishes to lengthen his poem, to hold back 
the crisis, or to get in as many incidents as he can without 
breaking the continuity of his narrative; he wishes also to 
variegate the tone of this last movement; for it is in its own 
proper subject of a uniformly tragic and sorrowful cast, and 
the strain of an unbroken series of tragic happenings and 
lamentations is too great; the feelings tend to become 
deadened; if the audience are fed too steadily with horrors, 
direness may become familiar to their thoughts and fail to 
start them; so that the purpose is not exactly to lighten the 
gloom, but rather to ensure our not growing accustomed to 
the gloom. I am sure that the tragedy of Bk. XXII is felt 
more keenly because it is held well away from Bk. XVIII than 
it would be if it followed immediately on the tragic scenes 
of that book. We may acknowledge that in this respect the 
plan is sound enough, though we may still question the fitness 
of some of the incidents he has chosen to use for this purpose. 

The battle begins magnificently with the gathering of the 
gods upon the field (31-74)- The passage is, in part, a pano- 
ramic preview of interests to come, the gods being paired off 
in preparation for the actual clash between them in Bk. XXI, 
and 11 . 73-74 foreshadowing the fight with the river. But 
the tone of the two passages is quite different. Here he uses 
the presence of the gods to fill the mind with images of 
terror and grandeur as a suitable setting for the final battle. 
Achilles has taken the field, and the scene is made appropriate 

to the greatness of the occasion. 
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But after this thunderous introduction the tone changes. 
It flattens down to the slow-moving, comparatively spiritless 
account of Achilles’ meeting with Aeneas. The faults of this 
incident are plain to see. It is in itself one of the least 
effective fights in the Iliad, and it stands out particularly 
glaringly here because the action has been moving at such 
high tension. Also, a futile fight would seem to be exactly 
the thing not to give Achilles at this time; it seems to slow 
him up, to blunt the keen edge of his wrath, and so to blunt 
the keenness of our expectations. If legend forbade Achilles 
to kill Aeneas, why make him meet Aeneas at all ? 

This is the last day of battle in the poem, and it is built 
on the model of the first battle. There Diomedes was the 
central figure, here it is Achilles. When Diomedes made his 
entrance upon the field, “Pallas Athena put strength and 
courage into him and made fire blaze from his helmet and 

shield” — Sate « Kopvdos rt /cat b<nribos iiKa.pa.TOv irup, Bk. V, 

5. When in Bk. XVIII Achilles’ appearance at the trench 
heralded his return to battle, Athena similarly “crowned his 
head with a golden cloud and lit a flame of fire from it” — 
€K 6'avTov bait 4>\<rya. irapipavcMirav. The memories of Diomedes’ 

exploits accompany those of Achilles now. The fight 
with Aeneas is a repetition of Diomedes’ fight with 
Aeneas. It ends in a similar way; there Apollo rescues Aeneas, 
spiriting him away; here Poseidon. And this reminiscence 
continues; for, as in the Diomedes episode we have the light 
and laughable incidents of the wounding of Aphrodite and 
Ares, so the exploits of Achilles on this day are diversified by 
the farcical battle of the gods written in just the same spirit. 
Leaf puts the point in his own way when in his condemnation 
of that incident he says it owes “what little interest it has to 
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the reminiscences of the wounding of Aphrodite in E, on 
which it is doubdess founded .” 1 

Thus the poet, while driving ahead with entirely new 
matter, backs it with memories that colour what we are 
hearing. The shadow of Diomedes accompanies Achilles as 
he proceeds to his revenge. And why? Diomedes’ exploits 
ended in the meeting with Glaucus, and the pleasant reminder 
that there are after all chivalrous feelings and ties that override 
the bitter relationship of foe with foe; Achilles’ exploits on 
this day end in the dreadful meeting with Hector. The con- 
trast points and underlines the tragedy. 

I described the batde in Bk. V as a picture of a batde in 
the days before A chill es withdrew dramatically transferred to 
the time after his withdrawal, and with the role of Achilles 
played by Diomedes, and suggested that the character of 
Diomedes is drawn in direct contrast to that of Achilles that it 
may furnish a background against which we may measure 
the conduct of Achilles. This time Achilles appears in person, 
and that background unrolls again in the rhythm of the 
incidents that describe his actions, throwing into stronger 
prominence the tragic significance of what is happening. It 
is the great virtue ot sophrosync , of which Diomedes was the 
exemplar, that Achilles lacks or has lost. Blinded by his fury, 

1 Commentary, vol. II, p. 3 * 5 - There ^ indeed * re v m f^ ble 
number of such reminiscences in that scene: in V, 355#. Aphrodite 

when wounded asks help from Ares; here (XXI, 4.16) she goes to his 
help. In XXI, 505 ff. Artemis after being roughly handled by Hera is 
comforted bv the amused Zeus; in V, 370 #. there is a longer but similar 
c C ene in which Aphrodite is comforted, Erst by her mother, and then 
bv the smiling Zeus. Ares (XXI, 396) explicitly recalls the former 
occasion: “Don’t you remember”, he asks Athena when >ou inci e 
Diomedes to wound me?” And even 11 . 464-466 echo Glaucus s famom 

words in \ I, 1 46 if* 

See also Nilsson: Homer and Mycenae, pp. 258-9* 
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blinded again by Ate, he is rushing to the destruction foretold 
by Phoenix for men who will not listen to the suppliant 
prayers of those who have wronged them: 

os k avyvyrcu nai 7* arepeOis axodTry, 

XiacrovTCu 6 ' apa Tat y€ Ala Kpo^twt'a KtovG&i 
tlo * kryv ap efftadai, Lva p\a4>9ds a~oTei<ry. 

(510-512) 

(“Whoever denies them and stubbornly refuses, they go and 
entreat Zeus that Ate may now follow him that he may fall 
and pay the price.”) 

Is that judgment to fall on Achilles? Or will the limping 
prayers yet reach him and prevail? Perhaps the shape of the 
Diomedes episode, recalled thus to the memory, hints at the 
answer and keeps hope alive. For on its little scale that episode 
began with Agamemnon’s gratuitous insult to Diomedes and 
ended with two enemies shaking hands as friends, as the great 
span of the Iliad stretches from the insult to Achilles to Priam 
kissing the hands of the man who had slain his son. 

The fight with Aeneas is not developed as it is with this 
one purpose in view. As usual the poet elaborates it for its 
own sake on lines that go beyond this “context” purpose of 
reminiscence, exactly as his similes beside their context value 
of illustration or emphasis grow into pictures that exist in 
their own right. 

Aeneas’s extended sketch of his ancestry (213-241) should 
not surprise us by its apparent ineptitude at such a moment; 
we have had this sort of thing before; it is indeed a duller 
version of Glaucus’s address to Diomedes in Bk. VI. Such 
speeches before a fight are a literary development of the taunts 
which apparently were really uttered in this kind of fighting. 
And though it may seem to us surprising that the relation of 
Aeneas’s ancestry should have been regarded as interesting 
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either by the poet or his audience, it is a fact that early story 
everywhere shows that there was a deep interest in genealo- 
gies - 1 

There is one very minor point in the account of this battle 
which those who are offended with it for the reasons I have 
cited have distorted to do it still further discredit. They say 
that Achilles, who has come out to do battle in such blind fury, 
is represented as afraid of his first antagonist. Homer says 
nothing of the kind. He describes Achilles’ instinctive throw- 
ing forward of his shield as Aeneas cast and struck it: 

TirfKetbrjs 5e <tclkos pev air 6 eo xeipi iraxeijj 
effxero rapp-qaas <pa to yap dohixoatciov eyxos 

pea dieXevaeada i fieyaXijTOpos Aimao, 
vtjtuos, ovd' evorjae Kara <ppev a tcai Kara Ovpov 
ojv ou prjidi earl Be kpLKvbea dupa 
avhpaaL ye BvqTolai bapiipevai ovb' vir oeuceiv. 

(261-266) 


1 cf. W. W. Lawrence on Beowulf: “There is plenty of stirring 
action, the proper business of Epic. But the audience obviously waited 
with no less eagerness for reminiscences of old historic tradition. Almost 
every page of Beowulf gives evidence of how completely this filled their 
minds . . . the poet’s digressions often seem to us to clog the action and 
distract attention from it. But there was little suspense in the plot; 
the story was familiar, what was important was the detail. And no part 
of this detail, in days when there were few ways of learning aboot the 
past, was more absorbing than history, or what passed for histo^. Tastes 
have changed since then. One sometimes wonders at the fascination 
exercised by long genealogies. In the Icelandic saps the luxunant 
family trees, with every bough and twig duly pictured forth, seems t 
us to 'darken high adventure with their spreading branches. The same is 
true of Irish and Welsh. As for Beowulf, a modem story-teller wouM 
hardly have thought it worth while to give the entire royal l'nes°fboth 
the sovereigns at whose court the action takes place. But the earlier habit 
If mind is^of great significance. If we are to read the epic, as « was 
meant to be understood, we must endeavour to recapture, so fcr ■ J*e 
may, its intense interest in early heroic tradition, and to gam familiarity 

with its complexities. ,> 
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(“The son of Peleus held his shield away from him in fear, 
for he thought that the spear of Aeneas would easily pierce it 
through, not realizing in his folly that the glorious gifts of 
the gods do not easily yield to the strength of mortal men. ) 

That is, he held it well away from him for fear that the spear 
would pass through it, forgetting it was made by a god. It is 
sheer perversity to interpret that as meaning Achilles was 
frightened of Aeneas. It is a vivid touch to recall the glory 

of the armour in which he was clad. 

Aeneas is rescued, somewhat mysteriously, by Poseidon; 

some legend about Aeneas seems to be lurking behind these 
events. Achilles proceeds upon his victorious way, and at 
h 375 we are reminded that Hector is being held back. Then 
begins the slaughter of the Trojans (381-489). Among the slain 
is Polydorus, son of Priam, and Hector advances against 
Achilles to avenge him (421). The poet is sharpening the 
excitement for the actual meeting, and I expect every listener 
leant forward when Achilles sprang to meet the long-sought 
Hector (423-427). But he is snatched away by Apollo. The 
time is not yet come. For it must be remembered that the 
poet has to describe not only the killing of Hector, but the 
rout of the Trojan army by Achilles. The combat with 
Hector is to be the climax of the battle. So at 1 . 490 comes 
the break-up and flight of the Trojans before the charge of 
Achilles, vividly depicted in two similes (490-497). The glory 
and resistless might of Achilles seem at their zenith ; it sounds 
as if the poet were just going to stage the culmination of his 
fury and bring him face to face with Hector. 
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JL JLALF of the Trojans make their escape across the 
plain to the city, but the rest Achilles cuts off and drives into 
the river Xanthus. In the midst of the slaughter that follows 
Homer pauses to dwell upon the slaying of Lycaon, a son of 
Priam. The incident is full of associations that carry us back- 
wards, and of suggestions that carry us forward. It puts before 
us, in Homer’s objective way, as an event, the true inwardness 
of the tragedy of Achilles. The Achilles that has been, the 
Achilles that is, and the Achilles that shall be are all united 
here. For the past history of Lycaon — how he was caught 
before by Achilles and his life spared — is given to emphasize 
the terribleness of Achilles’ present mood. This pathetic 
figure, with his pitiable story and his childish plea that he is 
only half-brother to Hector “who slew your comrade, the 
gentle and strong” (96) — if he cannot win mercy from 
Achilles, we get a dreadfiil foretaste of what the meeting with 
Hector will be like. The poet is giving us a glimpse into the 
black hate that has filled Achilles’ heart. But he gives us a 
glimpse of something more. The reply of Achilles to Lycaon s 
plea (99-113) is one of the masterstrokes of the Iliad: 

“Poor fool, proffer me no ransom and no talk. Before 
Patroclus met his doom, in those days I found it more pleasing 
to my heart to spare Trojans, and many I took alive and sent 
across the sea. But now there is not one who shall escape death 
whomever before Ilios God shall throw into my hands, of all 
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the Trojans, and, above all, children of Priam. Nay, friend, 
do you too die. Why do you sorrow so ? Patroclus died, and 
he was a much better man than you. Look at me am I not 
fair and great? The son of a princely father, and the mother 
who bore me, a goddess. Yet over me too is the shadow of 
death and overmastering fate. There will come a dawn or an 
evening or a noontide when someone shall take my life too 
in batde, in the hurling of a spear or an arrow from the 

bowstring.” 

In a stroke we have focused there the tragedy of Achilles, 
almost one might say the tragedy of human life, as Homer 
saw and embodied it in the figure of his hero. Here is the 
ruthless, terrible, hateful Achilles who is to slay Hector and 
outrage his body; here, as a half-troubled memory passing 
through his own mind, Achilles the generous enemy, whose 
aidos time after time has stayed his triumphant hand; here 
too a hint of that Achilles who is to weep with Priam and 
find himself united in sorrow with his deadliest foe; and 
here Achilles the embodiment of the glory and pride of life, 
and of its brevity and futility. 

The speech is all these things dramatized, synthesized. 
It shows us these various aspects of Achilles as a unity, by 
combining them in one complex of tortured feeling — his 
ruthlessness and brutality arising from his intense absorption 
in one over-mastering passion, his strange compassion that 
broadens into a vision of the ruthlessness of life itself and of 
the splendid, pitiable futility of the human adventure, which 
he recognizes with unflinching clarity and which he symbo- 
lizes. Thus in its setting it is a contemplation of the character 
of Achilles before we plunge into the full horror of the scene 
of Hector’s slaying. The poet is accounting in terms of charac- 
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ter for all that is to come by gathering up the various and 
contradictory aspects of his strange hero, which motivate, for 
the reader, his conduct in what follows. Here is his summary 
of the tragic character which the story, as he planned it, 
seemed to him to demand. He wishes us to see him clear 
before he enters the shadow, and by the flicker of his magna- 
nimity which for a moment lights his conduct here to feel 
the more strongly its complete absence in the scene to which 
this is a prelude. 

This which would be done in a novel, let us say, by analysis 
and description is made into an event. The pause of prepara- 
tory contemplation is achieved without stopping the action. 
It is part of the picture of the Trojan rout, one of the incidents 
to make the description of the rout vivid. 

Also, it strikes the preparatory note of pity for the Trojans 
which is to be the predominant strain in Bk. XXII. The 
close of Bk. XVI turned our sympathies away from Hector, 
and sorrow for the death of Patrodus has since then been the 
prevailing emotional theme. Now, faint and far away, yet 
distinct, the theme of Troy’s sorrow begins to obtrude itself 
again. Our minds are doubly prepared for the swmg round 
of sympathy by the ruthless brutality of Achilles and the 

pathos of Lycaon’s story. 

The incident that succeeds this, the slaying of Asteropaeus, 
descendant of a river-god, serves to make the transition from 
reality to wonderland, from fights with opponents of flesh 
and blood to the fantastic fight with the river Xanthus. The 
first rumble of the river’s discontent comes in 11. 136-8, with 

the dumping of Lycaon s body into it. 

This famous scene, I confess, rather jars on me, and 

wonder whether it may not have been meant to. I feel that 
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with 1. 212 an alien atmosphere comes into the poem, that 
in the fight with the river we are in a different artistic world 
from that we have been moving in; the imagination is startled 
by this sudden humanizing of a river. A river -god appearing 
in human form and fighting like a man would be in keeping, 
but here, though at first the poet says ^canevos (213), 

in the fight the river is both a live conscious person and still 
very much a river. There is nothing like this anywhere also 
in the poem; we seem to have passed back to an earlier, more 
primitive type of story, into the world of fairy- and folk-tale, 
which has been, except for brief, casual touches, so far 
excluded from the poem. There is, in consequence, an effect 
of grotesqueness and weirdness, which is perhaps the inten- 
tion. It may be that this is accidental, that it is only on modern 
minds that it produces this effect, and that the folk-tale charac- 
teristics would not be noticeably different from the rest to 
Homer’s audience. But, as this note of sheer marvel seems 
to be deliberately kept out of the main stream of the poem, 
I do not think it is far-fetched to conclude that its intrusion 
here is deliberate and is meant to be felt. The difference is 
one of artistic atmosphere within the poem, and therefore the 
recognition of it does not seem to be just due to a difference 
of taste. After all, fairy tales still have their appeal, and most 
of us can accept their marvels with pleasure when we are 
prepared for them. So that on that score there is no reason 
why this account merely in itself should strike us as odd any 
more than the original hearers. I suggest therefore that we 


are justified in assuming that the rather surprising effect of 


the passage on us is indeed in the poem and not just in our 


minds. 
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The introduction of this marvellous element, this discord- 
ant note (as I have called it) of grotesqueness, cannot fail to 
affect the imagination. It is partly horrible and partly amus- 
ing, as if the unreal things of a dream had broken through 
into the real world; and as such it seems to symbolize for the 
imagination the horror and confusion descending upon the 
poem as the catastrophe draws near. The scene becomes 
weirder and weirder as the book proceeds. The earth is filled 
with strange sights and co mm otions. Nature seems con- 
founded. It is as if a howling storm swept down upon the 
battlefield, or rather as if some ghastly nightmare were abroad, 
which breaks up finally in the grotesque foolery, the laughter 
of the battle of the gods. 

This scene (385-513) both sustains and releases the effect 
of what has preceded. It is still grotesque, but its grotesque- 
ness becomes harmless, merely funny. And being such, Homer 
sets it here just before the closing in of the tragedy. That 
statement should be sufficient to account for its character. He 
is purposely giving his audience a complete holiday from all 
serious emotion, as a refreshment and preparation for the 
intense emotional strain of the coming event. There is no 
question that it does not affect a reader in the same way as it 
would a listener. A reader is always more detached; there is 
less strain on his attention, and hence his emotional response 
is less direct; it is surrounded by an atmosphere of reflection, 
and therefore the poet cannot sway and control him to the 
same extent by a succession of feelings. His appreciation is 
more intellectual, and therefore to him things in a poem 
meant for recitation, which depend for their whole effect on 
their immediate and transient emotional contact, take on a 
character they were not intended to have. 
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No doubt this is rather crude and clownish sort of fun, 1 
and seems to us readers out of keeping with the terrible 
seriousness of the event we know is approaching, but no 
doubt also it was heartily appreciated by the comparatively 
naive minds of those listeners for whom it was composed, and 
excellently served its purpose of giving them the recreation 
of simple laughter, so that they might re-enter the solemn 
and darkening scene of human suffering with renewed zest 
for the pity and terror of it. 

The rest of Bk. XXI really belongs to the next book, 
that is, the poet is here clearing the stage for the slaying of 
Hector. Priam, seeing the rout of the Trojans, gives orders 
that the warders stand by to fling open the gates for the 
fugitives, and to be ready, as soon as all are in, to close and 
bar them against the pursuer (531-536). 

The little incident of Agenor’s stand (544 to end) is part 
of the poet’s setting of the stage. We can see, if we look 
ahead, why he introduced it. His plan for Hector’s fight 
includes the wild pleas of his parents from the wall and 
Hector’s debate with himself ; these are both vital for the 
effects he aims at. But the situation at this point is— the 
Trojans are rushing for the open gate with Achilles at their 
heels. Obviously then, to allow for that projected scene 
Achilles must somehow be temporarily removed from the 

1 Leaf says of the Battle of the Gods that it is “one of the very few 
passages in the Iliad which can be pronounced poetically bad. In place 
of the imposing conflict of the divine powers which we were led to 
expect at the beginning of XX, we are presented with a ridiculous 
harlequinade.” A good description, this last phrase, of its effect, but if 
Leaf was led to expect an imposing conflict, that is his own fault. For 
when you come down to actual details, how can a battle between 
immortal beings be anything but a farce? 



mi story or the iliad 

«*id is indicated— a god, because Hector alone 

fv jans is ft » remain outside the city, but obviously that 

* * 

- rakr the form ol some Trojan to lure Achilles away 
:• It is a makeshift arrangement, but it serves well 
but whv docs Apollo not at once take the likeness 
r, instead of fust inspiring him to await Achilles, 
n, vs hen the man is on the point of being killed, 
i* pia^c ; Ihc question is not really important; clearly 

* n;vt as well have been done the other wav. But 
•hr method he has chosen has something to do with 

o! Age nor < sv-5 7>) as a kind of preparatory 

* o! 'he ear to the soliloquy of Hector a few lines 
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that to which all that has gone before has been building, and 
which creates the situation to which the termination of the 
poem provides the solution. “Splendid though the book is in 
its directness, speed, and pathos,” says Leaf , 1 the effect which 
it produces on a modern reader is probably very different 
from that which was aimed at by the original poet. For us 
it is Hector who is throughout the object of our sympathy 
and admiration. Fighting a hopeless fight for his country 
against gods as well as the mightiest of heroes, he presents 
himself in a far nobler light than Achilles, whose strength is 
helped by divine aid denied to his enemy, and whose over- 
mastering motive is not patriotism but the gratification of a 
private revenge. It is in the last scene of all that we feel this 
most keenly; first, in the treacherous interposition of Athena, 
which seems so needless as well as so revolting; and secondly, 
in the brutal ferocity with which Achilles refuses the offer 
of Hector that the victor shall give the vanquished honourable 
burial. One might think that the poet had purposely done all 
in his power to exalt the Trojan hero at the expense of the 
Greek.” 

That such is the effect on a modern reader there is no 
question, and it is equally clear that this is the effect intended 
— unless for the Greeks words meant almost the opposite of 

1 Companion, pp. 354-5. 
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Quincey has put this point with appropriate force 1 : His 
friend perishes. Then we see him rise in his noontide wrath, 
before which no life could stand. The frenzy of his grief 
makes him for a time cruel and implacable. He sweeps the 
field of battle like a monsoon. His revenge descends, perfect, 
sudden, like a curse from heaven. We now recognize the 
goddess-born. This is his avatar— the incarnate descent of his 
wrath. Had he moved to battle under the ordinary impulses 
of Ajax, Diomed, and the other heroes, we could not have 
sympathized or gone along with so withering a course. We 
should have viewed him as a scourge of God or fiend, born 
for the tears of wives and the maledictions of mothers. But 
the poet, before he would let him loose upon men, creates for 
him a sufficient, or at least a palliating, motive. In the sternest 
of his acts we read only the anguish of his grief. This is surely 
the perfection of art.” 

Such is the mental reservation that acts as a check upon 
our condemnation; though we condemn his conduct, there 
is something that forbids our utterly condemning him. The 
very violence of his fury is aesthetically admirable and the 
emotion that causes it even morally admirable. This is the 
feeling that craves for satisfaction and finds it in the conclusion 
to which we are finally brought. Thus this book leaves the 
reader with a sense of incompleteness both with regard to 
Hector and with regard to Achilles. 

At the beginning the poet sets himself to wake in us again 
our sympathies with Hector. For some time now our thoughts 
have been with Achilles, and the poet has been making us 
sorrow for the death of Patroclus so as to motivate in our 

1 Homer and the Homeridae . For this reference I am indebted to 
Professor E. E. Stoll’s essay ‘Art and Artifice in the Iliad’. 
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minds the wild fury of Achilles. But it is not in that emotional 
atmosphere that Hector is to die. The preparatory note of 
pity for the Trojans, for Priam and his sons, has been already 
struck in the episode of the slaying of Lycaon; and for the 
artistic purposes of the poem, Troy in its sympathetic aspect 
means Hector. We love Troy, and sympathize with it, so far 
as we do, for Hector’s sake. Thus, in turning our hearts again 
towards pity for the Trojans, he was turning them towards 
Hector. Here that theme is gathered together and concen- 
trated, and it is Hector surrounded by the memories of those 
former scenes that endeared him to us whose death we are 
made to see. 

He is standing alone outside the walls of Troy, and we 
know the time has come for him to die; the poet pracdcally 
tells us so ( 1 . 5). Then we see death approaching him in the 
baleful figure of Achilles swiftly bearing down upon him 
across the plain, and the full significance of the coming event 
is brought home to us dramatically in the appeal of Priam 
(38-76). It is not just the doom of Hector we are witnessing; it 
is the doom of Troy. Priam sees that Hector holds in his hand 
the lives of all of them, and through his eyes we see as in a 
vision the events that we know actually resulted from the death 
of Hector. What is at stake here is shown to us by reminding 
us, who know the end, of the sack of Troy and the slaying of 
Priam (56-71). It is also at the same time an excellent and 
well-judged appeal, putting before Hector the motive most 
likely to affect him. The picture is vividly drawn, and serves 
as a vivid reminder to us of that future scene, but it is impor- 
tant here chiefly as increasing the stature of Hector, and our 
sympathies must not be diverted from him to the wider issue. 
Observe how we are brought back to him and his personal 
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tragedy. Priam sees Troy falling as a result of Hector’s present 
hardihood; Hecuba has no such thoughts. She thinks of no 
one but Hector; he is to her just the little son she pursed at 
her breast, and all her imagination pictures is the body oi her 
dead child being foully outraged far from her loving care 
(82-89). Could there be a more fitting instrument to turn 
our thoughts on the person Hector away from what he stands 
for? That is the way she as a mother thinks; Troy means to 
her her sons and her sons’ lives. Hector is wholly and solely 
Hector, not the defender of Troy. Thus, in the most natural 
way conceivable, our thoughts, our feelings, are concentrated 
on Hector the individual, as we watch the distant figure of 
Achilles drawing nearer and looming larger and larger 

(90-97). 

Of Hector’s soliloquy Leaf says f “It is strange that Hector 
should not make even a passing allusion to the moving appeals 
of his parents, and still more strange that he should thus 
entertain the thought of surrender after the vigorous descrip- 
tion of his heroic attitude.” This soliloquy stands among the 
supreme dramatic utterances in the Iliad. The poet has tried 
to make us see why Hector does not reply by showing us the 
thoughts with which at this dreadful moment his mind is 
occupied. Hector knows he is doomed; he knows it because 
we know it. It is Hector facing death that we are seeing, and 
not the least part of the horror of this, the most terrible book 
in the Iliad, is that we should hear the secret thoughts of that 
lonely, gallant figure. Hector is held there by his own past 
words and as a result of his own folly. To the onlookers it 
looks like splendid courage, and it is, but we are forced to 
look beneath the surface and to realize that courageous acts 

1 Commentary, introduction to Bk. XXII. 
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often have strange motives behind them. What he is actually 
seeking, as he stands there with unquenchable courage 
(ao-fJeo-rov i\uv vivos), is some way of escape, or at least he is 
exploring the possibilities of escape, wondering whether in 
some way this cup may not pass from him 

This speech brings back to the memory other scenes in 
which Hector figured and by which he became known to us. 
For this is the occasion to which they were pointed and for 
which they were developed as they were. It was in order that 
Hector might feel this bitter self-reproach which binds him 
here that the scenes with Polydamas in Bks. XII and XVIII 
were introduced. One can see how essential that is. Hector 
knows that if he waits he is almost sure to be killed; he also 
knows that Troy and all he holds dear will perish in his death. 
Some convincing motive then is required to justify his risking 
all, and that motive has been built up through the Polydamas 
scenes (99-110). We can call the motive moral cowardice if 
we like, but surely nothing could be more convincing and 
human and pathetic. But it is not just the dramatic appropri- 
ateness of his reflections that I am speaking of. My point is 
that the poet has planned those earlier scenes with a view to 
their effect on us now when Hector is going to his death. 
All these scenes make Hector for us, and his vital place in the 
poem is this, to die as he does die at the hands of Achilles. 
Therefore now that the occasion for which they exist has 
come, the poet is here bringing them back upon the stage in 

such dramatic fashion as the situation allows. 

The thought of surrendering Helen and her wealth 
(111-117) takes us back to Bk. Ill, and the circumstances sur- 
rounding the duel between Paris and Menelaus. The poet is 
reminding us of the broken faith on which the cause of Troy 
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rests, and, just where it is most telling, of Hector s own 
detonation of it. “The greatness and the sadness of the course 
followed by Hector lay in this: that he was the champion ot 
a cause which was distasteful to him, fighting a foe whom 
he regarded as his superior, and, most pathetic of all, he 
could not hope for the sympathy of the gods in a cause which 
he himself condemned. He was in the war solely as a de- 
fender of his family and his state. For these he urged others 
to die and for these he himself gave his life. No other charac- 
ter in Homer resembles Hector in the motives which led him 
to action.” 1 I should add to that the pathos of his realization 
that all such avenues are now closed, that it is too late to right 
the wrong. Not only does he know that Troy is hopelessly 
doomed, but he knows that there is no hope of mercy or 
consideration for himself ; he knows as well as we do that 
the death of Patroclus has settled all such questions. 

As for the most memorable scene of all, who can fail to be 
thinking of it? The very place is reminiscent of it, both for 
us and for Hector. He is standing outside the Scaean Gate, 
and it was at the Scaean Gate that he parted from Andro- 
mache — v oapi^t ywawi (VI, ^ 1 6 ) . And it is the very 

situation she feared: 

Saipovie, <t>6Lo*(, oe to oov pkvos, . . . 

. . . rdx« yo-P v* KaraKTOivkovoiV ’Ax a ‘°t 

7T & VTtS k<t>Opnrj6ePT€S. 

(VI, 407-410) 

(“Your courage will be your death . . . for soon the Achacans 
will slay you, all setting upon you.”) 

That is just what it looks like; the whole Achaean army is 
advancing towards the city (11. 3 and 4), and one figure 

1 Scott: Unity of Homtr y p. 217. 
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stands before the gate alone. But there is no need to stress the 
reminiscence; every sympathetic reader’s thoughts must be 
foil of that scene. And so are Hector’s, but he does not 
mention her nor make any explicit reference to that sacred 
hour. “Hector has his death before his eyes; he knows that 
Achilles is a better man than he ; he dares not let himself think 
of Andromache by name, but, unbidden and half veiled, a 
symbol of their love rises and lingers in his heart.” 1 Hector 
is resolutely not thinking of Andromache, and, as he makes 
up his mind to stand his ground, he dismisses his irresolution 
with a half-jest at himself — “This is no lovers’ meeting this 
time; there won’t be any opportunity for the pleasant chat I 
have been picturing.” 

ov pk v ttcos vvv Iotlv cltto 8pvos ovB' 0L7 ro Trkrprfs 
tw oapi$kpevai, a re TapSkvos videos re % 
irapdkvos videos r* oapL^erov a Wrj\ouv. 

(126-128) 

(“This is no time to meet and talk to him, as youth and 
maiden meet by oak or rock, as youth and maiden meet and 
talk together.”) 


In the wistful insistence with which he repeats irapdevos videos re 
you can see him trying to protect himself from the precise 
memory and struggling to keep it generalized. 

Hector has put aside his hesitation, and resolved to fight 
it out Then comes one of the great shocks of the poem. 
As Achilles draws near. Hector’s nerve gives way and he 


runs (136-137). Now why does the poet do this? Gilbert 
Murray pronounces this flight of Hector one of the greatest 
feats of skill in imaginative literature. It is simple fear, un- 
disguised; yet you feel that the m a n who flies is a brave man. 


1 Stawell, of i cit p. 77. 
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The act of staying alone outside the gate is much; you can 
just nerve yourself to it. But the sickening dread of Achilles’ 
distant oncoming grows as you wait, till it simply cannot be 
borne. The man must fly; no one can blame him. 

We are witnessing for the first time Achilles on the field of 
batde, and this meeting with Hector is the climax of his 
dreadful exploits; the terror of his coming is mounting ever 
higher and higher, and with the climax of his exploits must 
come the climax of our terror. For, as Murray has seen, 
the poet is conveying to us the sense of the terror of his 
coming. From the beginning of the poem we have been 
waiting for Achilles to take the field, Achilles who has been 
held before us as the unequalled warrior, acknowledged by 
the greatest as the greatest beyond compare; all this immense 
preparation demands something tremendous to satisfy the 
expectation. The feeling of terror is rising and rising, and 
as we approach the climax, it must rise still more. And 
so we are made to stand by Hector’s side, and watch the 
figure of Achilles drawing gradually nearer. “The sicken- 
ing dread of Achilles’ distant oncoming grows as you wait, till 
it cannot be borne. The man must fly; no one can blame him.” 
The poet reaches, triumphantly expresses, the culmination of 
our terror (and our hope). We cannot bear it, and so Hector 
flees. In taking his stand Hector has not overestimated his 
courage; he has underestimated what it was to meet." The 
flight of Hector is the final satisfaction of what we expect ot 
Achilles the warrior. 

Secondly, it is a device for holding the great climax. This, 
the event for which the whole poem waits, must be dwelt 

1 Ancient Greek Literature , p. 42. 

2 See E. E. Stoll: Art and Artifice in the Iliad. 
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upon, made adequate emotionally to its importance. By this 
flight and pursuit it is not only held and dwelt upon, but the 
holding is made intensely exciting. The excitement grows 
and grows until it becomes almost intolerable. The drawing 
of it out is done with great but unobtrusive skill. The poet 
must make the chase seem long, and yet must avoid monotony. 
First he pictures the course by details; we follow them point 
by point all round the city (145-161). He measures, as it 
were, the length of it, so that we can henceforth follow 
with the mind’s eye. 

“The pursuit must not be too brief,” says Jebb; 1 “that 
would rob both the heroes of glory. And, in fact, they make 
three rounds of the city walls. But how is the poet to main- 
tain, and gradually raise, the excitement of so prolonged a 
race? How is he to provide that his hearer or reader shall 
follow that race to the very end, with an interest which not 
only shall not flag, but shall increase from moment to 
moment? He has recourse to one of the greatest but most 
diffi cult secrets of Homeric epos — the blending of divine with 
h um an action. They have completed two circuits and the 
third is in progress; the intense excitement of the pursuit, 
watched by Trojans from the ramparts and by Greeks from 
the plain, is marked by the crowning words— and all the gods 
beheld’. The poet then immediately proceeds: ‘ And to them 
spake the father of gods and men’. In an instant we have been 
wafted from the plain of Troy to Olympus, and are listening 
to a debate among the gods, which ends in Athena ^ obtaining 
leave to help Achilles, and darting down to earth.” That is 
right; it is a device for expressing the growing excitement, 
and helping it to grow. The simple but grand phrase 

1 Growth and Influence of Classical Greek Poetry , p. 66. 
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e&)i S’is jrdvres bpuvro (“And all the gods looked on”) makes 
such a natural transition that we do not feel any inter- 
ruption. The scene is one that deserves an audience of gods. 
Also, the story is reaching its crisis, and the poet thus calls 
attention to the fact. He is noting the progress of his plot, 
and as ever does so through the mouth of Zeus and the other 
gods. The great moment is coming, and it is as if he said 
“Now give your closest attention; we are on the verge of the 

death scene of Hector.” 

But it has greater artistic merits than these. The scene on 
Olympus echoes that in Bk. XVI when Zeus in his regret for 
Sarpedon had thoughts of revising his plan : 

SixOa Si pot KpaStri pipove <t>peaiv SppalvovTi, 
fj nw $wbv eovra paxys avo daKpvoeaorjs 
Beta avapra^as Avid os ev iriovi dijfu#, 
fj ydy vied x«P<™ MevoirMao dapaoau). 

(XVI, 435-438) 

(“My heart is divided, and I am considering whether I shall 
catch him up out of the fight and set him down safe and 
sound in the rich land of Lycia, or let him fell now beneath 
the hands of Patroclus.”) 

Here he says: 

<& ttottoi , fj <t>i\ov avbpa dtcJKopevov irepi retxos 
wfrQaKpoiGLV opwpat epdv 5* d\o<t>vperai fjrop 
TSicropos, . . • 

dXX 1 ay ere <t>pa£eode t 6eoi f Kal ponaaoOe 
fie piv he Oavaroio aacooope v, fje piv rjSrj 
HTfKetdfl dapavoopev eoffKdv eovra. 

(168-176) 

(“Alas, it is a man I love my eyes behold pursued around the 
wall; my heart mourns for Hector. . . . But come, ye gods, 
consider and decide: shall we save him from death or, for 
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all his goodness, let him fall now beneath the hands of 
Achilles?”) 

And Athena here answers in the very words of Hera there 
(see p. 159) : 

avhpa Ovtjtov kovr a, iraXai TeTpup&ov ata#, 
a\p kdeXets davaroio 8var)Xeos efayaXOcrai ; 

(179-180) 

Again as in the former scene the poet is perhaps expressing 
his own feelings, his momentary shrinking from the cruel 
necessities of his plot, and certainly giving some relief, some 
oudet to the feelings of his auditors; if someone did not 
express the pity and horror of what is happening, of what is 
going to happen, the pain would be intolerable. Surely this 
justifies that earlier scene in Bk. XVI as something more than 
a lovely decoration. It is part of the deepest fabric of the 
poem. For in repeating here the opening notes of the 
Sarpedon theme, he sets the ear waiting for its completion. 
The soothing strain begins again, and, though it is as before 
immediately interrupted by a return of the fierce batde music, 
the memory of its close lies in the background of the mind, 
an undercurrent of hope and comfort that softens a litde the 
horrors that follow. 

Zeus dismisses Athena to direct the slaying with the words 

lp£ov oTrfl 617 to i voos €7rXero, p.T[b' tr' eputi (185) — what thou 

doest, do quickly”—, and we return with her to the 
battlefield to find the chase still continuing. This time it is 
described by two similes, one showing the relendessness of 
the pursuit (189-192), the other recognizing and crystallizing 
the feeling of fascinated horror which makes it seem to last 
for ever (199-201). That has been the character of the book 
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from the beginning. It is like a slow-motion picture without 

its grotesqueness. Everything is rushing to a climax, and yet 

it all stands still— as when we watched Achilles coming swiftly 

across the plain, the time seemed endless. 

The poet now gives warning that the crisis has been 

reached : 

d\X’ ore 5 jj to Ttraprov ejri Kpovvovs a&KOVTO, 

Kai Tore 677 xputfcia ^o.Tr\p eriraiyc raXavra, 
ev o' eridei 5 to *7?pc raurjXeyeos OavaTOto , 

ttjv pev 'Ax^XX^os, ttjv 6’ Ektopos i7T7ro5apoto, 

IXice 6 c pe< 7 G-a Xa0wV pe^e 5‘ "Ektopos aloipov r/pap, 

<£>y cto 5’ ets ’Atoao, Xt>rcv 5c c ^ot^os A 7 toXXc*jv. 

(208-213) 

(“But the fourth time they reached the springs, then the 
Father swung out his golden scales and set therein two lots 
of grievous death, one of Achilles, and one of horse- t a min g 
Hector; and holding them in the middle he lifted them; and 
down sank Hector’s day of doom, and was gone to Hades; 
and Phoebus Apollo left him/’) 

The preliminaries are over. The end has come. We must 
brace ourselves for the final scene. 

Now, what of the intervention of Athena? How does it 
affect us, and was that the effect intended? “Needless” and 
“revolting” Leaf called it; and in another place 1 he says 
“Why should Athena be invoked to turn against Hector at 
the last, and, worst of all, to delude him by treachery at the 
moment when all help was gone? The aesthetic answer to 
these questions is not easy to find — at least I have never been 
able to satisfy myself.” The answer, I think, is very simple 
if only we allow ourselves to be affected by it as we are 

1 Homer and History , p. 17. 
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affected. The effect it has on me is to increase enormously my 
sympathy with Hector at the moment of his slaying, and the 
whole tone of the rest of the book convinces me that this is 
exacdy the effect intended. The poet has in this book run a 
great risk. Through the opening portion he has been building 
up our sympathy with Hector by making us see the coming 
event through his eyes, and by gathering together all the 
touching and attractive memories associated with him; and 
then when the supreme moment comes, he dares to let 
him run away. It is terrible and life-like and a marvellously 
ingenious way of holding his crisis, and in the end perhaps 
it increases the pathos of his slaying, but, for the time being, 
it does to some extent mar our sympathy for him. This is the 
emotional compensation for that. Let me remind you once 
again that the poet was composing for listeners, whom he 
could sway and control by a succession of emotions, and that 
he could therefore trust much more to momentary and 
transient effects. So, just before the final scene he swings the 
audience back to whole-hearted sympathy with Hector; he 
wipes out, for the moment of the slaying, the emotional effect 
of the flight, by filling his hearers with indignation at the 

trick Athena plays on him. 

The actual moment of the slaying is heralded by that 
fearful but perfect expression of utter desolation by Hector 

U ttojtoi, V paXa hr, fit 6eoi davaTovbt Ka\eo<ja.v (297)— “the gods 

have summoned me to death”. He knows that he is really 
alone, that his god has forsaken him (301-303). And so 
with no other hope but to make a good end, he rushes 
desperately upon Achilles, and just before the blow falls, just 
before Achilles, with carefully calculated judgment, stabs with 
his spear, the poet in his odd way flashes a simile upon us- 
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ocos S’ aarrjp etc tl per aarpaai wktos apo\y<2> 
eairepos , o> KaWtaros ev ovpav Q lararai aarrjp. 

(317-318) 

(“Like the evening star, the fairest star in heaven, shining 
amid its fellows in the glooming of the night.”) 

What a time to remember the quiet evening sky ! 

In the words that pass between Achilles and the dying 
Hector nothing can be clearer than the poet’s intention. There 
is not a trace here of anything noble in Achilles, nothing of 
the feeling that glimmered through the brutality of Lycaon’s 
slaying (aXXa, euAos, 6avt kc a ah). This is sheer unrelieved 
revenge without a spark of any other feeling to lighten it. 
All other feelings seem dead. But at the same time it is 
artistically right; we should be aesthetically disappointed 
if Achilles had shown the slightest relenting here; because 
the poet has been building to this point, anything less than 
this would leave us unsatisfied. 

Bk. XXII shows us the wrath of Achilles at its blackest. 
That is one of the reasons why Hector has been made a 
sympathetic figure from the beginning; the poet had Achilles 
in his mind when he composed the parting scene of Hector 
and Andromache in the sixth book; Hector with his pathos 
and his beauty and nobility was designed to plumb for us 
Achilles’ passion, to enable us to measure and see into its 
black deeps. For the heart of the Iliad is the tragedy of 
Achilles. So he gives us without flinching and without quali- 
fication the full horror of hatred working in a soul capable of 
the extremes of passion. He does this by putting his hero 
unmistakably and frightfully in the wrong, by heaping up the 
circumstances which will increase our horror of his conduct 
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and our sympathies with the fallen Hector. He has shown us 
the chivalry that can exist between two noble enemies, to 
emphasize the inexorableness of Achilles to the pathetic 
prayers of Hector; he has shown us, too, that Achilles has 
been distinguished in the past for generosity to enemies, for his 
aid os. Think of the Achilles whom Andromache remembered: 

77TO1 yap 7rar€p’ apov aireKTave 5tos ’AxiXXeus, . . - 
01 > 8 e piv et-eva pt£e, aefiaoaaTO yap to ye Bvpco, 
aXX* apa piv xareKTje avv evreai ocu 5 a \eoiatv 

1 )8' €7T t <TT]p' €X€€>'- 

(VI, 414-419) 

(“My father glorious Achilles slew . . . but he did not despoil 
him— the reverence in his heart kept him from that— but he 
burnt his body with his splendid arms and raised a mound 
over him.”) 

And compare him with the Achilles we see now: 


ap^orepwv perciuade ttoSojv rerpr^ve rkvovre 
€s <r<t>vpo v etc TTepyrfs, ffokovs §’ e^rjirrev Ip&vras , 
ex 8 uppoLO 6* ebrice, xapij 5’ € \xea6ai eaaev 
es 8i<*>pou 8 ' avafias ava re kXutA revxe' d eipas 
pa<rri£ev p’ eKaav. 

(396-400) 

(“He pierced the tendons of both his feet behind from heel to 
ankle and bound him with leathern thongs to the chariot, 
leaving his head to drag ; and mounting his chariot and lifting 
in the glorious arms he lashed his horses forward.”) 

The poet underlines the pathos of this outrage by his own 
explicit comment on it: 

totc 81 Zeus dvapeveeaai 
8 wkcv aeudaa acdai eg kv rarpidi yaiy. 

(403) 
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(“So Zeus gave him over to his foes to be foully treated in his 
own fatherland.”) 

And he follows up Achilles’ simple expression of his triumph 

“We have won great glory, we have killed the splendid 

Hector to whom the Trojans prayed as to a god”— with the 
lamentations of Priam, and Hecuba, and Andromache; that 
is, sorrow for Hector and Troy occupies the rest of the book 
and drowns out all other feeling. The voice of lamentation 

fills the poem. 

It is no wonder that Leaf, believing that our sympathies 
are expected to be with Achilles, not with Hector, is forced 
to drop the end of the book. It is so obvious that the poet 
who composed and set here the laments of Priam and Hecuba, 
and above all the picture of the unconscious Andromache 
going about her daily routine and preparing as usual for 
Hector’s comfort on his return, meant to fill us with pity. 
Surely this at least is clearly intended not just to tell us what 
happened next but to give satisfying expression and hence 
relief to the feelings of the hearer or reader. Certainly this 
poet had no doubt where the sympathies of his listeners lay. 
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HE two last books have been regarded by many 
scholars as additions to the original Iliad. . . . The grounds 
for this opinion are to be found, in the first instance, in the 
relation of the two books to the general structure of the 
poem, and to each other. The following points are worth 
notice : 

“i. Neither of the books in question can be said to be 
necessary to the poetical completeness of the Iliad. The events 
of the twenty-second book bring the story to a conclusion, 
which — to a modern reader at least — leaves nothing to be 
desired. The anger of Achilles is appeased, his vengeance is 
satisfied, the danger to the Greeks has passed away. Hence, 
as Mr. Grote argued, ‘the death of Hector satisfies the 
exigencies of a coherent scheme, and we are not entided to 
extend the oldest poem beyond the limit which necessity 
prescribes.’ 

“2. The two books do not stand well together. They seem 
to represent two different ways of bringing the poem to an 
end. . . . While there might have been room (artistically 
speaking) for one last book— either the Funeral Games or 
the Ransoming of Hector — there is not room for both. A 
second episode, which fills nearly the same space on the 
poetical canvas, tends to disturb the effect of the first. 

“3. This want of unity is accentuated by difference of 
style and tone. The narrative of the Funeral Games is cheer- 
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fUl and animated, the incidents in more than one place 

approaching the character of comedy The twentyTour 

book is pathetic, and hill of solemn and touch, ng eloquence 
The sudden return from the lighter vein to the gravest manner 
of the Iliad is certainly awkward, and unlike the ar 

H Thave quoted this passage from Monro in full because it 
calls attention to the very points in these two books which 
make them together form a perfect close to the story o tit 
poem. On this showing we have every reason to be thankful 
that we have not got the original poem. And indeed that is 
true throughout; nothing can be plainer, as passage a ter 
passage is rejected by this or that scholar, than that the 
effectiveness of the whole is somehow subtly injured by the 
omission. The interpolators have done their work well. The 
Iliad turns out to be better as it is; and certainly nowhere 
more so than in the addition of the last two books. Bk. 
XXII so distinctly does not bring the story to a conclusion 
satisfactory to the modern reader. It leaves us with a feeling 
of incompleteness in regard to both Achilles and Hector. 
So much so that those who would stop the poem here have 
to postulate an ethical outlook on the part of the original 
audience admittedly unintelligible to us. Of course the 
story of the Wrath of Achilles might have been so composed 
as to make the death of Hector a satisfactory end, and it 
may be there was such a poem; but if so, Bk. XXII as we 
have it was not part of it. The present book was plainly 
written for an audience who thought and felt fundamentally 
like ourselves, was written with the present conclusion of 
the poem in view. 

1 Monro: vol. II, p. 397. 
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The base upon which this conclusion is built is the burial 
motif. Through this the poet sets the imagination looking 
for and unconsciously demanding the conclusion which, 
therefore, when it comes, comes as the satisfaction of an 
imaginative need. First the theme was given out complete. 
Patroclus killed Sarpedon, and there was a struggle for the 
possession of the body; it was stripped of its armour and 
seemed abandoned to the enemy; but the gods stooped down 
in pity and carried the body to his native Lycia for burial. 
Then, flector killed Patroclus, and there was a greater 
stru ggl e f° r the body; it too was stripped of its armour, but 
at last, with the intervention of the gods again, brought home 
and is now given honoured burial. 

Achilles kills Hector, and the body is stripped of its 
armour. It is lying at the mercy of its enemies, as Sarpedon’s 
did for a little, and Patroclus’s for a longer time, and then — 
what do we wait for? No one who has been reading these 
books in order can fail to be expecting the coming of Bk. 
XXIV, or, rather, realizing when it comes that this was what 
the ear and the mind and the heart were unconsciously 
listening for. When the funeral of Patroclus in Bk. XXIII 
repeats the closing cadence of the Sarpedon episode, it con- 
firms the need and creates the assurance of Bk. XXIV. 

In Bk. XXII the poet gave us without palliation the full 
horror of Achilles’ fury, and filled the end of the book with 
sorrow for Hector’s death. Now (in Bk. XXIII) he attempts to 
restore the balance, to carry us back to sympathy with Achilles, 
and I think that if we surrender ourselves to the poet’s guid- 
ance, he succeeds. The whole book does something towards 
softening that harsh figure; but this effect is, in the main, the 
result of the opening scenes — the picture of Achilles’ agony of 
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grief, the formal lamentation of the Myrmidons, and, above 
all, the vision of the phantom of Patroclus. That is, the 
figure of Achilles during the games, despite the fact that he is 
calm, self-possessed, even genial, is a mournful figure dirough- 
out because of this well-judged elaboration of his grief at the 
beginning. It is strong enough and impressive enough to 
colour his conduct for us through the trivial excitement of 
the games, so that we feel in his behaviour the changing and 
chastened mood of Achilles, and that chastened mood as the 
visible presence of his grief. Just after the lament and vision 
comes the final outburst of his ferocity in the slaying of the 
twelve Trojans upon the pyre of Patroclus, an action explicitly 
condemned by the poet (176). But from there on he is pre- 
sented in a more congenial light, tactfully allaying quarrels, 
smoothing over difficulties, alleviating disappointment, con- 
siderate of Nestor’s touching, and Agamemnon’s touchy, 
pride, in order to make the transition from the Achilles of 
Bk. XXII to the Achilles of Bk. X 1 XIV. Not that Achilles 
really changes, but our attitude towards him gets the necessary 
adjustment, so that we are more ready for the new mood of 
the last book. 

The full and elaborate account of the funeral games just 
at this point performs a double function. It brings before us 
again all the chief persons with whom we have been con- 
cerned. We bid farewell to them before the poem closes. 
They are all brought back upon the stage — Menelaus and 
Agamemnon, Ajax and Odysseus, Diomedes, Nestor, Ido 
meneus, Antilochus. We see them for the last time among 
their comrades, and leave them in an atmosphere of kindli- 
ness and good fellowship. Secondly, the funeral games gave 
the poet the opportunity to lighten the mournfulness of the 
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close, and hence to enhance and deepen the effect of its 

mournfulness. Just as the lower tone of Bks. XX and XXI 

separated Bk. XVIII from Bk. XXII, so this holds apart the 

sorrow of Bk. XXII and that of Bk. XXIV, and for the same 

reason. We have time to get our breath again before our 
sorrow is renewed. 

And yet though the games thus broaden and refresh the 
solemn close by letting in the light and air of the more trivial 
interests of men, they do not constitute an interruption. For 
while the account is largely humorous and naturally in lighter 
vein, and the contests are described with the foil, single- 
hearted gusto characteristic of Homer, the thread of tragedy 
runs unobtrusively but unmistakably through it all and keeps 
the story firm and steady to its mark. This is indicated by the 
very obvious fact that these are the games in honour of 
Patroclus ; but it is the figure of Achilles that keeps our minds 
fixed on that mound, and makes our very interest in the 
contests the symbol of the pathos of the world’s forgetfulness 
of the dead, which thought leads straight to the opening scene 
of Bk. XXIV, where Achilles is left alone with his unappeas- 
able sorrow (3-18). That is the fact this description is record- 
ing; such grief as his is unappeasable. Achilles is seeking rest 
from his grief, and seeking it in vain. All he can do is to try 
to still his sorrow by repeating over and over the savage 
expression of his wrath, and he is finding that revenge has 
not brought, and can never bring, rest to his grief. 

A tale of revenge is a difficult type of story to end satis- 
factorily. The achievement of the revenge forms its natural 
close, but is apt to leave the reader or listener dissatisfied, 
unless it is kept on the simplest lines. It is hard, for one 
thing, to prevent an undue amount of sympathy going out 
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to the victim, and that creates a discord, and still harder to 
know in what mood to leave the avenger; he has been moving 
on such a high level of passion that the sudden cessation of 
his purpose leaves him imaginatively stranded, as it were. 

Now, in Achilles Homer has created a character too big 
for the simple revenge-story. We have seen too much of the 
terrific intensity of his feeling to be ready to imagine that his 
grief could be allayed by revenge. Certainly it would have 
been much easier if the poet had so constructed his poem that 
we should have felt the story had its satisfactory conclusion 
with the slaying of Hector, and there may be so much truth 
in the theory that the poem should end there — that is, it may 
be that the simple revenge-story was what the poet began 
with, and as the character of Achilles grew in his imagination 
the poem grew to contain it. There can be no end to the grief 
of such a man. He may repeat, as the poet here shows, for 
ever and for ever the formal termination, and every day drag 
the corpse of his enemy round the tomb of his friend, but it 
will not bring peace to him nor will it convince or satisfy us. 
What then can the poet do? Achilles’ grief can have no 
ending, but the poem must. The simplest way out of the 
difficulty would have been to get Achilles killed, and that way 
lay wide open to him in the recurrent and increasing warning 
that Achilles’ death is near. But his subject is the wrath of 
Achilles, and he achieves his resolution of that subject without 
going beyond its limits. The poem ends with the funeral 
rites of Hector, and it is planned so to end. All through the 
poet has been building up our sympathy with Hector, so that 
after his death our chief feeling may be longing for the 
restoration of his body both for its own sake and for the sake 
of what it would signify in regard to Achilles. Homer has 
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led us to love Hector and mourn for his death in order to 
make room for his Achilles. 

Let us now consider in more detail the structure of Bk. 
XXIV. It deserves exa min ation, for even those who choose 
to regard it as a later addition agree that it forms a perfect 
ending to the poem . 1 

To begin with one might note that there is no sense of 
hurry. One often has the feeling when a writer is coming to 
the end of his story that he has lost interest, and is perfunc- 
torily winding it up as quickly as he can. Here there is no 
sign of flagging interest, no rushing to his conclusion. With 
unabated zest the poet sets himself again to fashion another 
incident with its own litde plot and its own climax — the 

1 e.g. Leaf, Companion, p. 388: “The supreme beauty of the last 
book of the Iliad, and the divine pathos of the dying fall in which the 
tale of strife and blood passes away, are above all words of praise. The 
meeting of Priam and Achilles, the kissing of the deadly hands, and 
the simplicity of infinite sadness over man’s fate in Achilles’ reply, mark 
the high-tide of a great epoch of poetry. In them we feel that the whole 
range of suffering has been added to the unsurpassed presentation of 
action which, without this book, might seem to be the crowning glory 

of the Iliad.” 

Monro, op. cit., p. 4.17: “The incidents of the book, especially the 
meeting in the tent of Achilles, and the reconciliation brought about 
between Achilles and Priam, are preeminently fitted for the closing 
scene of the Iliad. On this point we may quote the judgement of a great 
poet. Writing to a friend, Shelley says: ‘1 congratulate you on your 
conquest of the Iliad. You must have been astonished at the perpetually 
increasing magnificence of the last seven books. Homer there truly begins 
to be himself. The battle of the Scamander, the funeral of Patroclus, 
and the high and solemn close of the whole bloody tale in tenderness 
and inexpiable sorrow, are wrought in a manner incomparable with 
anything of the same kind.’ In the face of such testimony can we say 
that the book in which this climax is reached— in which the last remain- 
ing discords of the Iliad are dissolved in chivalrous pity and respect— is 
not the work of the original poet, but of some Homerid or rhapsodist. 
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journey of Priam— so that it seems as if what happens 
merely turned out to be the conclusion of the action. The 
end of a story is generally artificial, because in real life things 
do not end, and the concealment of it as an artifice is also an 
artifice, depending for its success on the amount of emotional 


satisfaction the artifice gives. 

The gods resolve to interfere and bring the thing to an 
end (23-76). We should not look for any allegorical signifi- 
cance in this. It is an artistic device and has no metaphysical 
bearing beyond magnifying the importance of the human 
acdon by making it so intimate a concern of gods. This has 
been the poet’s regular method of announcing a new turn in 
his story. The will of Zeus has accompanied us throughout 
as the dramatized picture of the plan of the poem, and the 
ending therefore must be somehow represented within that 
picture too, must be expressed in terms of the divine action. 
In other words, the gods’ part in the poem must be wound up 
also, and brought into accord with the events of the human 
story, so that gods and men arrive at the same terminus to- 
gether. 1 The two strands are accordingly woven together in 
a repetition of the pitying gods motif which is an integral 
part of the burial theme. Also it serves as the valedictory of 
the gods; just as the games brought the mortals before us for 
the last time, so here we close the scenes on Olympus, and they 


1 We, who are not used to gods as an artistic means of externalizing 
a man’s motives or thoughts, perhaps feel that this scene weakens the 
effectiveness of Achilles’ surrender. The intention may have been the 
reverse, to leave the impression of him unimpaired. As in Bk. 1 his 
submission to Agamemnon’s taking of Briseis was covered by Athena’s 
command, so here the final responsibility for his swallowing his pride 
and wrath seems shifted from him sufficiently to disguise artistically his 
consent (in the interests of the poem) to end an impossible situation. 
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close too on a note of peace and reconciliation. But its 
immediate purpose is to set before us a new goal of expectation, 
to concentrate our interest on a new incident, and, although 
its outcome is indicated at the beginning, the poet manages 
to create suspense, to provoke excitement in the telling. 

Apollo sets forth in no uncertain terms the dreadful 
savagery of Achilles’ mood (39-54), and Zeus by his careful 
planning creates the impression that the situation is difficult 
to handle, and the issue doubtful. He distincdy feels that 
Achilles has to be managed. He sends Iris to summon Thetis 
— not simply on the poet’s part, because Thetis is the natural 
person to act as mediator, but as always she brings with her 
the thought of Achilles’ approaching death. The poet im- 
presses the point upon us. When Iris finds her in her hollow 
cave with the sea-nymphs gathered round her, 

•q 6' kvi peoajjs 

jcXcue (id pop ov TraMs apvpovos, os oi e/ieXXe 
<£0to€a0’ ev Tpotfl eptjSwXaict, TrfkoO t Trarprjs. 

(84-86) 

(“she in their midst was bewailing the doom of her gallant 
son, who was to die at Troy, for from his fatherland.”) 

And she herself, urging her son to put away his grief, warns 
him: 

ov yap pot dijpov aXka rot fjdrj 
ayxi *apkGT 7 )K€v Oavaros kc u polpa Kparavif . 

(131-132) 

(“You have not long to live; already death stands near you.”) 

It is essen tial for the effect of the coming scene that we should 
be thinking of Achilles as on the verge of death. 

Once more, as in Bk. I, we see Thetis on Olympus (93-120). 
Then she was sent there by Achilles to Zeus; now it is Zeus 
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who sends her to Achilles. The threads woven at the outset 
are beginning to unwind. She gives her message, and receives 
a terse and somewhat enigmatic reply 1 : 

T rj8' €it? OS aKOtva <pkpot kcli venpov <170170, 
el 8 t] irpocfrpovL dvpLco ’ OX u/z Trios avros av&yei. 

( 139 - 140 ) 

And in the elaboration of the account of Priam’s mission 
everything is done to surround it for us, despite the assurance 
of Zeus, with a sense of danger. Indeed Zeus’s preparation 
to ensure his safety itself emphasizes it, and Hecuba’s desperate 
protest when she hears of his resolution, in showing her fear, 
serves to remind us of the extreme apparent peril of such a 
journey, and brings out Priam’s own misgiving (218-227). His 
outburst of unreasoning wrath against his friends and his 
sons is a vividly human touch, as showing the tenseness of the 
strain he is under, the greatness of the fear that underlies his 
resolution. He has nerved himself to it, and his own belief 
that he is going on something worse than a fool’s errand 
expresses itself in this sudden fury. 

The very fact that we are made to watch every detail of 
the preparations (the gathering together of the gifts, the 
harnessing of the mule-wagon) increases the feeling of 
tension. Hecuba makes one last attempt to shake his reso- 
lution by suggesting that he should seek reassurance from 
Zeus, and if that fails he should not go. Despite the omen, 
and the momentary encouragement it gives them, as he drives 

1 Enigmatic enough for different interpretations to be put on it. 
Some, placing a colon after elrj, understand “So be it; let him that 
brings the ransom take the body.” Others, regarding ayoiro as co- 
ordinate with 4>epoi, which seems more natural, “He who may bring 
ransom and take the body, may be here”, which means “Let him come, 
the man who would bring the ransom and take the body.” 
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forth, all his friends followed him with loud lamentations as 
if he were going to his death” (327-328). 

Hermes part too is well managed from the point of view 
of story interest. He comes to Priam and Idaeus as an un- 
known man, increasing their terror (354-360), and Pr iam ’s 
relief at his courtesy is again alarmed by the stranger’s recog- 
nition of him (387-389). 

Hermes’ protection is necessary to account for Priam’s 
getting to Achilles undetected. The thing could have been 
managed otherwise, no doubt, by slower and more prosaic 
means, but the poet’s aim is not historical verisimilitude but 
dramatic effect. He has constructed his account of the journey 
solely with a view to bringing Priam and Achilles face to 
face and giving the drama of their meeting time to establish 
itself in our minds. 

I have noted how Homer marks for the ear the closing of 
an incident or a part by bringing back in a new form the 
theme or themes with which it began. So here, in the last 
book of the Iliad, incidents of the first book recur. The scene 
on Olympus where Zeus sends Thetis to Achilles, the visit of 
Thetis to her son, bidding him put away his vengeance, and 
Achilles’ acceptance of Priam’s supplication repeat in reverse 
order the events of Bk. I, and each undoes what had there 
been done. It is like a gigantic rhyme with Bk. I, bringing 
to ear and mind the feeling of a close, of things rounded 
off and completed. The culmination of this returning move- 
ment is the meeting of Priam and Achilles. It repeats on a 
grand scale the scene with which the action began. (Notice 
the effective verbal echo in Priam’s rapi <mo, 

5' a-eptlcn' atoiva — “I have come to redeem him from you 

and I brine unmeasured ransom”^)f I, 13 W6 ^ 6s Te eirraTpa 
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jttpuv T a TTtptiai a-oiva — “who came to redeem his daughter 
bringing unmeasured ransom.”) “It was no accident,” says 
Sheppard , 1 “but a masterstroke of composition that made the 
Iliad begin with the u’rong done by King Agamemnon to a 
suppliant father, and end with the right done by Achilles to 
the helpless Priam.” That deed started the long series of 
tragic happenings, which is the poem; this reversal of it fitly 
marks its close. The theme is heard again with the discord 

in it resolved. 

For it is more than a formal device. A good poet’s rhymes 
fill and satisfy the mind as well as the ear. And here comes 
what we have been unconsciously waiting for and desiring. 
The wrath of Achilles has run its dreadful course, and there 
is not only an end, but satisfaction and a great peace. It is no 
tacked-on ending, for the solution it offers comes out of the 
poem itself ; it resolves the discord in our thoughts and in the 
rharacter of Achilles. The Achilles we see here is not a new 


Achilles. One immediately recognizes, not his acceptance of 
the suppliant merely, but his beautiful compassion for him 
as having been involved from the beginning. Though it 
comes with all the quality of a glorious surprise, it at the same 
e reveals and consummates a long-waiting expectation. 
By a few strong strokes here and there we have been imagi- 
natively prepared for just this moment; Andromache read 
aright the heart of her foe. 

But we have not been wrong to fear for Priam. We have 
lost nothing of Achilles; he is not changed; all of him is 
here. He is as fierce and dangerous as ever. Just as we are 
feeling at peace with him, we are suddenly made aware of 
the struggle that is going on within him against the terrific 


1 Pattern . d. 208 . 
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passion of his grief The way the sense of this struggle is 
communicated is a triumph of dramatic imagination . There 
is not a word of analytic co mm ent; perhaps the poet was 
incapable of such reflective analysis; he just saw in his mind’s 
eye what Achilles did, and reproduced it for us to see. 
Achilles’ innermost feelings are revealed in his actions. That 
is imagination communicating to imaginafin n 

Achilles has raised up the kneeling Priam, the gesture 
which signified the acceptance of a suppliant, and has spoken 
to him words of the profoundest sympathy and understand- 
ing. Priam presses him to confirm instantly what is implied 
in this action: 


Hr) 7tcj n es Opovov ife, diOTpe<f>es, o#pa Kev *E ktcjp 
K€trcu hi K\i<riji<nv , aXXa Taxurra 

\vaov, iv d<t>6a\poi(nv Wu). 

( 553 - 555 ) 

(“Bid me not yet sit down while Hector lies here uncared for, 
but quickly release him that I may see him with my eyes.”) 

His insistence, besides irritating Achilles, brings home to him 
the full significance of what he is doing, and he finds it is 
going to be almost beyond what he can bear; his wrath wells 
up again and threatens to overwhelm him: 


prfKeTi vvv p epe0if€, ykpov * voh) 51 kclI ahros 
9 EKTopa rot XQ<r gu, . . . 

tw vvv pi) poi paWov h aX'yco’i. Bvpov dpivjjs , 
pi) <r€ t yk pov, ov 5’ abrov hi Kkiaiyaiv kaao) 

Kai Ik€T7)V ?T€p kovra. 


(560570) 


(“Provoke me no further, old man; it is my purpose 

Hector to you So wake not my wrath again in m 

lest even within my walls I keep not my hands 1 
suppliant though you be.”) 
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to himself, even longer. Here is indeed on all sides “inex- 
piable sorrow”. The poem lifts to its close, instead of, as so 
often happens, sinking to it. Achilles’ grief and our regret and 
sympathy become here something larger. They expand into 
a universal sorrow and a universal sympathy for the doom of 
humankind. As the young Achilles, already within the 
shadow of death, looks upon the old, bereaved, ruined Priam 
kneeling before him and lifting to his Ups the hand that slew 
his son, “he wept”, thinking of the young Patroclus now dead, 
and “Priam wept”, thinking of Hector, “and Achilles pitied 
the grey head and the grey beard, and sprang from his seat, 
and raised the old man by the hand” (509-516). And then he 
speaks the words that seem the only adequate commentary on 
the scene, words in which, as Butcher says, 1 “he rises above 
the personal sorrow to the height of hu man pity, and draws 
a picture never yet surpassed of ‘the lot the gods have spun 
for miserable men.’ ” And though the scene is one of almost 
unendurable pathos, and though the picture Achilles draws is 
a grim one, the words he speaks are strong, wholesome, and 
strangely healing words. They bring out the fact that, as these 
two enemies, with the deadliest causes of hatred between 
them, meet face to face in the shadow of death, they recognize 
that they are united in the sorrow and the splendour of their 
common humanity. 

Thus does the poet bring the story of the Wrath of 
Achilles to a triumphant artistic conclusion in the expression 

1 el oe Oavdvrojv ~ep KCLTaXrjSovr' elv ’At 5 ao , 
avrap eyu Kai Kelt i piXou pepv^aop eraipov. 

(xxii, 389-390). 

(“if in Hades the dead are forgotten, yet even there will 1 
remember my dear comrade.”) 

Aspects of the Greek Genius , p. 139 * 
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by Achilles not simply of his sorrow nor of Priam’s sorrow, 
but of the tragedy inherent in the conditions of human life. 
‘With the atonement offered to a noble enemy our thoughts 
are raised above the fierce passions of the moment, and even 
above the strife of Greek and Trojan. The bereavement of 
Priam, the loss of Patroclus, the impending fate of Achilles 
himself, are seen in their profound tragic meaning as examples 
of the infinite sadness of human things .” 1 I say a triumphant 
artistic conclusion because it thus crystallizes the feelings that 
have been accumulating throughout the poem. In incident 
after incident the mind has been haunted with a sense of the 
greatness of the human spirit that rises above the misery and 
futility of the conditions in which it finds itself. Here that 
feeling is given explicit expression, and the mind rests on it 
as at a goal attained. The poem seems to gather itself to- 
gether, to compass the utterance to which it has been striving. 
The poet’s vision of life receives its seal and consummation. 

It is the story of Achilles and the figure of Achilles — the 
dominating story and the dominating figure — that embody 
and focus this vision. Individual and unique as he is, Achilles 
typifies humanity in its greatness and in its sorrow and 
feebleness. His is an extreme case ot the case of every man. 
Man as such is uKviiopos — of swift doom; Achilles is ^iMop^raros 
— of swiftest doom; and he is all on that scale; he is superla- 
tively heroic man. The glory and the brevity of human life — 
that is the double theme that keeps sounding through the 
entire Iliad; and glory and foreknowledge of early death are 
the things that control and shape the outlook and conduct of 
Achilles. Thus this arresting figure conveys immediately into 
the imagination the sense of the doom and salvation of 
humankind, as one age of the world saw them. Achilles 

1 Monro, of. cit p. 418. 
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measures the height of human splendour as that age conceived 
it, and sounds the depths of human sorrow. The poem as a 
whole pictures heroic human life, but the meaning of that 
life is embodied, symbolized in the story of Achilles. This is 
what makes his story something more than a moral tragedy, 
more than a tragedy of character. It is that, certainly, and 
the scene of the meeting of Achilles and Priam ends this 
tragedy satisfactorily in that it restores the character of the 
hero to harmony with itself and us to sympathy with him. 
But it does more. The splendour of humanity and the sorrow 
of humanity here meet under the shadow of death and are 
reconciled in a noble and universal compassion that has no 
touch of resignation but is exhilarating, making the sorrow 
part of the splendour, plucking the splendour out of the 
sorrow. 

On that note the story as such ends. The storms of passion 
and hatred have ceased, and with the mind thus uplifted by a 
realization of the greatness of the events we have witnessed, 
there comes a sense of peace, which the poet holds in the high 
and solemn close. The story is over, and the return of Hector 
to Troy is the symbol of the content with which we watch the 
action die away. The poet thus expresses, and so ingeniously 
confirms, the emotional satisfaction in its close. 
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